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Abstract
This thesis is presented in three parts. In the first, I offer a detailed 
theoretical and methodological framework for a historical analysis of 
English ballet, from 1920-1939, framed within the metaphoric landscape of 
the ‘mother’ and ‘mothering’. Whilst embracing the impact of cultural 
studies, the research is underpinned by a philosophical enquiry into the 
nature of history as a narrative in which events never tell their own story. 
From this perspective, the ‘birth of English ballet’ emerges as a discourse on 
ballet, gender and nation in which women are central.
In Part Two, 1 present an analytical model informed by Pierre Bourdieu’s 
(1993) cultural ‘field’, but developed in relation to specific, historically 
situated examples of ballet practice. The model represents a radical shift in 
locating dance teaching and the woman teacher at the centre of ballet 
practice. At the same time, the social, cultural and economic context of 
England between two world wars provides a new critical lens for rethinking 
a firmly established and largely unchallenged ballet history
Part Three comprises a series of historical narratives on identity, 
representation and meaning in the metaphoric ‘mother of English ballet’. 
The studies include the matriarchal structure of the newly created Royal 
Academy of Dancing, the discourse of mother nation and its embodiment in 
the émigré ballet teacher, family and patriotism in the British Ballet 
Organization, and reflections of the maternal muse in Noel Streatfeild’s 
novel Ballet Shoes (1936).
The research demonstrates the opportunities and challenges of a dance 
history informed by cultural theory but equally mindful of the politics of 
historical representation. Whilst adding to the existing body of knowledge 
on early twentieth century English ballet, the thesis reveals the wider 
potential of Bourdieu’s work in the study of dancing pasts and explores the 
the rich borderspace between feminist and narrative history.
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Table o f  Contents
Acknowledgements v
PART ONE:
Preface 1
Chapter 1: From Bourdieu to the Maternal Imaginary
1.1 Bourdieu, Gender and the Mother 7
1.2 Mythic Mothers 14
1.3 Mothers, Daughters, Modernity 19
1.4 Notes 23
Chapter 2; Dance, History and Culture: Interdisciplinary 
Positions and Paradigms
2.1 Introduction 26
2.2 Dance History: Challenging Positivist Models 30
2.3 Dance History and Cultural Studies: Integration & Autonomy 36
2.4 English Ballet: A Historical Tradition 45
2.5 Notes 49
PART TWO
Chapter 3: The Field of English Ballet
3.1 Introduction 53
3.2 Reconstructing the Field: A Topology 59
3.3 Representing the Field: Culture, History, Narrative 71
3.4 Notes 77
Chapter 4: Ballet, Class and Capital
4.1 Introduction 80
4.2 Ballet Class 82
4.3 Declassification/Reclassification: The ‘Dance Boom’ 92
4.4 Gender, Profession and Yiahitus 98
4.5 Notes 104
IV
PART THREE
Chapter 5: “Madam President”: Women in the Academy
5.1 Introduction 108
5.2 The Male ‘Expert’: Philip Richardson and Cyril Beaumont 119
5.3 Ballet Masters? Edouard Espinosa and Adeline Genée 127
5.4 Matriarchies; Adeline Genée and Ninette de Valois 135
5.5 Notes 142
Chapter 6: Mother Nation
6.1 Introduction 145
6.2 Mother Russia 151
6.3 Rocking the Cradle 160
6.4 Modem Matriarch 166
6.5 Notes 176
Chapter 7: Patriot Games: The British Ballet Organization
7.1 Introduction 181
7.2 ‘At Your Service’: The Editress 183
7.3 The Dilettante: The British Ballet Company 1928 192
7.4 Pro Patria 199
7.5 Notes 205
Chapter 8: Fairies and Fossils: Noel Streatfeild’s Ballet Shoes (1936)
8.1 Introduction 208
8.2 Sisters and Fairy Godmothers: The House in Cromwell Road 213
8.3 Training and Transition: The Children’s Academy 217
8.4 In Fairyland: Wings, Work and Wages 224
8.5 Notes 230
Conclusions 234
Appendices
Appendix A: Selected Chronology of English Ballet: 1892-1939 246
Appendix B: Dolin’s Letter (Kay 1928a) 256
Appendix C: Kay’s Letter (Kay 1928b) 257
Appendix D: Narrative Summary o f Ballet Shoes (1936) 258
Bibliography 263
Acknowledgements
My thanks go to the Royal Academy of Dance for making it possible for me to 
undertake this research, and for granting permission to reproduce materials from the 
Genée Archive. A special thank you goes also to Eleanor Jack and Rebecca Lacey at the 
RAD Library.
I am indebted to the following people for their help and support throughout the process: 
Kathrina Farrugia and Shelly Saint-Smith, for technical advice and moral support; 
Katherine Partridge for proof reading and help in dealing with the eccentricities of 
Microsoft Word formatting and graphics. Completing the thesis was made easier by the 
support, encouragement and sympathetic shoulders of my colleagues in the Faculty of 
Education at the RAD.
1 consider myself extremely fortunate to have worked with several wonderful teachers 
who have been on my mind throughout the writing of this thesis. Miss Day, Bridget 
Espinosa, Deborah Wayne, Gillian Anthony and Rachel Cameron were nothing short of 
fairy godmothers during my dance training and teacher training. Good luck seems to 
have followed me in my academic career. Professor Joan White, Director of Education 
at the RAD, has been a friend and inspirational mentor whose kindness has helped me 
through some very difficult times. Without her efforts to negotiate a sabbatical on my 
behalf, this thesis would never have got off the ground.
I have been guided and nurtured through the doctoral process by Professor Janet 
Lansdale. Her incredible ability to facilitate learning, sharpen critical thinking and 
nurture original thought, are precious gifts. I thank her for all of this and for keeping me 
grounded. Most of all, 1 thank her for bringing me into contact with my own past as a 
point of departure.
Finally, I am eternally grateful to my mother for ignoring all advice and letting her little 
girl go to ballet school -  and to my sister for always believing in me.
Preface
Preface
Its 5.30pm on a weekday in winter and I  have just finished my ballet lesson. Vm getting 
dressed in the changing room and I  can hear the tap class starting — Vm not allowed to 
do tap because Miss Day says it will weaken my ankles. Coat on, out the door and down 
the steps into the dark -  I  walk down to the end o f the road until I  reach the ‘Legion ’ 
where my dad is waiting inside. I  ring the bell and someone lets me in. Dad is sitting at 
one o f the tables wearing his work clothes and a knitted green hat. I  sit on his lap and 
drink my bottle o f  Coca-cola, smothered by the smell o f brick dust, cigarettes and stale 
beer, surrounded by grown up faces. Sometimes there are other children but not today - 
just the old woman with an eye patch playing the fruit machines. Dad walks me home 
fo r tea — mum is waiting for us and I  show her the new steps that I  have learned, 
pointing to their names in my little grey theory book. Dad goes out again -  as he always 
did.
I started ballet at four or five but 1 don’t remember why. My mother tells me that the 
idea came from Aunty Eunice, a family friend (and a great fan of Elvis) who used to 
look after me and thought that I should take lessons. My first teacher was a young 
charismatic woman called Miss Day -  the first woman I ever saw with a geometric 
haircut (this was the mid sixties), short over the ear on one side and a jaw-length curtain 
on the other. She taught us in her ordinary clothes and heeled shoes, wore glasses, 
carried a battered briefcase and drank coffee from a thermos between classes. That 
swishing hair, well cut suit and educated voice marked her as different from any other 
woman I knew. Ballet was special. Miss Day was special and if  1 worked hard, I could 
be part of it too.
At the age of eleven Miss Day sent me to audition at Elmhurst Ballet School. The 
school offered an annual scholarship and she insisted that I try for it. My mother and I 
took the train to Camberley (on the other side of Surrey) which was the furthest either of 
us had ever been from home. Mum paid ten shillings to have my hair done at a local 
hair salon so that I looked the part. We arrived at the school and 1 remember feeling 
overawed but also excited by this completely different world. 1 was shown into the 
audition room whilst my mother was instructed to ‘go away’ until the audition finished. 
I didn’t know then but she had spent all her money on train fares and my ‘hair do’ and 
had to sit on a bench in the town without enough money for a cup of tea or a sandwich. 
Meanwhile 1 was doing my utmost to impress in the audition which was led by ‘Madam’ 
Espinosa. 1 was asked to do my balancés again, this time without counting out loud 
(one, two, three ... one, two, three) which, in my mind, meant that I’d failed. A week or 
so later I was awarded the scholarship and, with it, a remedy for the deep sense of guilt 
at having failed my ‘Eleven Plus’ examination, despite being in the top set of the year 
group. The chance to train at Elmhurst made me feel different and special. 1 knew then 
that women like Miss Day and Madam Espinosa would play an important part in my life 
and whilst 1 had no idea that my father was dying and would live only another six 
months, 1 also sensed that, whatever happened in this new life of ballet school, my 
mother would be there for me.
My story, created from memory as well as a recent discussion with my mother, is a 
recollection of a lived experience which is personal but not necessarily unique.
The distinction between my ballet class and the working men’s club where I 
collected my father (as much as he collected me) is part of my earliest memories 
of class and gender difference. My opportunity for a professional training was 
seen by my mother’s mother as an inappropriate aspiration for a working class girl 
and by my paternal grandmother as a potential means of social climbing. Such 
tension was, perhaps, indicative of an Irish catholic maternal lineage at odds with 
the liberating ethos of the 1960s and paternal relatives who were ‘self-made’ and 
elevated to the middle class. Caught between the two, my mother ensured that the 
opportunity was taken and took on, single-handedly, the various preparations.
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I was one of the many girls who entered the vocational dance training sector in the 
early 1970s at a time when recruitment was buoyant. The market was 
predominantly daughters of the wealthy middle class, particularly those with a 
background in, or connections to, the professional theatre and entertainment 
industries. The school was an all-girls vocational boarding school which delivered 
a general education alongside a dance and theatre training. It also had an almost 
entirely female staff across academic, artistic, administrative and pastoral roles, 
the exception being the husband of the Principal (‘Father John’, who was the 
religious head of the school) and one full-time male pianist. We had occasional 
male guest teachers who taught jazz, tap or singing but 1 didn’t have a male ballet 
teacher until I was sixteen when Alan Carter became artistic co-director.
Carter had studied with Serafina Astafieva and Nicolas Legat before joining the 
Sadler’s Wells Ballet in 1938, thus, he represents a direct link between my training 
and the period of English ballet with which 1 am now engaged. There were many 
other such links since the school maintained a close relationship with the 
profession. Alicia Markova, Irina Baronova, Ninette de Valois and Pamela May 
all gave ‘master classes’ at the school while 1 was there. Elisabeth Schooling, 
former dancer with Ballet Rambert, restaged Frank Staffs Czernyana (1939) for 
our graduate performance; the co-director. Felicity Gray, had been part of the 
English Ballet company taken to Denmark by Adeline Genée (in 1932) and had 
gone on to become instrumental in bringing ballet to television in the late 1930s; 
Belinda Quirey, who taught us ‘historical dance’ had been a former student of the 
pioneering teacher and historian of early dance, Mel usine Wood.
This world of women was my home for six years during which 1 not only received 
a first class professional training but developed from a young girl to a young 
woman. Looking back, 1 can recognise different levels of ‘mothering’; the 
intimate bond which can develop from intensive daily training with the same 
teacher; the watchful eye of the headmistress responsible for our welfare; the care 
and concern of the school nurse; the informal system of ‘pairing’ junior and senior
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students; the maternal instinct of my best friend’s mother who insisted 1 join them 
for family days out; the eagerly awaited weekly letters from my own mother. In 
terms of my ballet teachers, few of them were ‘motherly’ in any stereotypical 
sense of the word. Some of them were overtly cruel whilst others used oppressive 
teaching methods without callousness or sadistic intent, perhaps because it was all 
that they knew or, even, because it was expected of them. I don’t ever remember 
thinking of any of them as surrogate mothers, nonetheless, it was to them that 1 
looked for the knowledge, skills and guidance that I needed at each stage of my 
training and personal development.
My early experience of dance as a woman-centred culture was continued in 
subsequent teacher training at the Royal Academy of Dancing (now the Royal 
Academy of Dance) and undergraduate and postgraduate studies at a university 
dance department. Within this extended matriarchal education and training 1 grew 
alternatively closer to, and more distant from, my own mother. Home seemed a 
brief, fragmented series of interruptions to something much bigger but, at the same 
time, was the parallel miniature in which 1 developed different ideas of self, of 
belonging and of ‘woman’.
By including these recollections I want to draw out four issues which underpin this 
thesis. The first is that my own training links me to developments in English ballet 
between the wars and to the women who initiated them, and that this extended, lived 
(and danced) experience is embedded in the research and writing process. Elmhurst 
Ballet School began as a local dancing school in 1923 but developed as a full-time 
vocational school, relying on the network of local dancing schools for its intake, offering 
the syllabus and examinations system of the RAD and giving annual performances 
which were reviewed in the dance teaching press. Elmhurst maintained the artistic and 
cultural traces of its interwar origins even as it negotiated the social, educational and 
cultural reforms of a post 1960s ethos.
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The second point is the close connections between being trained and being ‘mothered’ -  
exemplified by the ballet boarding school context but not limited to it. The mother 
daughter nexus, 1 argue, operates potentially in all contexts where women teach young 
girls, whatever the age range, level of training or educational context. The close 
parallels between the teacher/ student and mother/daughter relationship offer a 
previously unexplored site in dance history for an analysis of power and gender as well 
as an alternative paradigm to the male choreographer and his female muse.
A third issue is that memories of early training are a reminder of the durability of 
childhood experience. My first ballet teacher, and many of the others who followed, 
provided important professional and cultural role models who negotiated the competing 
demands of life and work (with varying degrees of success). Similarly, autobiographies 
by dancers and teachers contain numerous examples of the maternal muse, sometimes 
the ‘real’ mother but often in the form of a favourite teacher, professional mentor, wise 
grandmother or adored auntie. Such stories usually include a series of epiphanies by 
which the professional trajectory is measured: the first ballet class, the first pair of real 
ballet shoes, the first school show, the first trip to the theatre. In the transition from 
student to teacher, the lived experience of early training is replayed. The teacher is 
constituted by her experience as a student, just as the new mother remembers being 
mothered.
Finally, in including my own remembered past I openly acknowledge the problematic 
positioning of the ‘I’ in research which is inevitably influenced by my own lived 
experience both past and present. I write as a white Western woman bom into a working 
class background but presented with more opportunities for greater social and 
professional mobility than women of my mother’s generation. That my talent for ballet 
projected me into a middle class education and, ultimately, higher education, has left an 
indelible impression of liberation at odds with some of the more oppressive experiences 
which I endured. Of equal importance, ‘my story’ serves to introduce a multi-layered 
historical narrative in which the ‘one past, many histories’ paradigm is not just accepted
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as the way things are (and have always been) but welcomed as an opportunity to 
research, remember and rewrite the past.
From these rather loosely defined points of departure 1 embark on an exploration of 
‘mothering’ as a metaphor for women’s engagement with the field of ballet and a social 
analysis of the kinds of dispositions, ‘second nature’ or ‘feel for the game’ (habitus) of 
which Pierre Bourdieu (1990b) speaks. The enquiry is driven by two related questions; 
to what extent the mother and mothering might be seen as a form of cultural and 
symbolic capital in English ballet of the 1920s and 1930s and how such a narrative 
might be reconstructed from historical evidence, imagination and memory to embrace 
Bourdieu’s structural nexus, the gendered politics of nation, the power of the maternal 
muse, and the historiographical act of representing a dancing past?
With these questions in mind, 1 turn to a theoretical starting point in Bourdieu’s ‘field of 
cultural production’ and consider its impact on feminist thinking, women’s history and 
the discourse of the mother.
Chapter 1 ; From Bourdieu to the Maternal Imaginary
Chapter 1: From Bourdieu to the Maternal Imaginary
1.1 Bourdieu, Gender and the Mother
Pierre Bourdieu’s sociology of culture, in particular, the conceptual tools of ‘field’ and 
^habitus’ has had widespread impact within and across disciplinary boundaries. Like 
Foucault, Bourdieu’s output is prolific and covers a wide range of interests trom social 
anthropology (Bourdieu 1962; 1977; 1979; 1990a; 1990b), to education (Bourdieu 1973; 
1988; Bourdieu & Passeron 1977), language (Bourdieu 1991), the sociology of culture 
(Bourdieu 1984, 1993, 1996; Bourdieu & Wacquant 1992), philosophy (Bourdieu 2000) 
and gender (Bourdieu 2001). Bourdieu’s own writings are now matched by a substantial 
body of critical commentary (Fowler 1997; Jenkins 2002; Kauppi 2000; Potts 2007; 
Reed-Danahay 2005; Swartz 1997) and inter-disciplinary collective engagements 
(Adkins & Skeggs (eds) 2004; Browitt & Nelson (eds) 2005; Swartz & Zolberg (eds) 
2005; Wacquant (ed) 2006). Indeed, as noted by Richard Jenkins “Bourdieu has been 
more read about than read, more talked about than critically discussed” (Jenkins 2002, p 
11).
My own interest is limited to Bourdieu’s key texts on the social analysis of cultural 
practices as found in The Logic o f Practice (1990b) and The Field o f  Cultural 
Production: Essays on Art and Literature (1993). Such a focus offers the theoretical 
parameters and methodological tools to test a new analytical framework for ballet 
culture in which formal (structural) and historical concerns are inseparable. At the same 
time, Bourdieu’s development of structuralism (unlike that of Foucault) re-instates the 
subject, providing a complex analytical framework which operates at different levels, 
“from the relationship between the cultural field and the broader field of power to the 
strategies and trajectories and works of individual agents” (Johnson in Bourdieu 1993, p 
18).
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This layering of analysis offers potential for a complex and potentially illuminating 
archaeology of English ballet which looks beyond the stage, the artwork and the canon 
to a myriad of practices and practitioners: i.e. that of teachers and students, pedagogy 
and pedagogues, dance journalism and journal editors, teaching societies and their 
presidents, examinations and examiners, competitions and competitors, history and 
historians, children’s ballet books and their authors. It is within this expanded concept 
of English ballet as cultural production (and reproduction) that I employ the maternal 
muse as a theoretical lens and a narrative trope.
As a methodology for ballet history, the alliance of Bourdieu’s cultural field and the 
maternal imaginary is problematic. Like Foucault, Bourdieu said relatively little about 
gender but this has not prevented an increasingly diverse critical examination of the 
potential use of his theoretical tools (Adkins 2003; Butler 1997, 1999; Eileras 2007; 
Fowler 2003; McNay 1999, 2000; Moi 1991, 1999; Skeggs 1997, 2004). The point is 
made by Lisa Adkins in her introduction to a collection of essays Feminism After 
Bourdieu in which she argues.
in the theorization of social action as always embodied (of the social as 
incorporated into the body), of power as subtly inculcated through the body, 
of social action as generative, and in his emphasis on the politics of cultural 
authorization, recognition and social position taking, Bourdieu’s social 
theory offers numerous points of connection to contemporary feminist 
theory.
Adkins and Skeggs 2004, p 5
Toril Moi (1999) was one of the first to argue against seeing gender as an autonomous or 
semi-autonomous cultural field, a point with which Adkins concurs. Likewise, in 
analysing women’s agency in ballet teaching, I employ gender to mean something which 
is omnipresent and akin to Bourdieu’s concept of class as a definitive structuring 
mechanism. From this perspective, gender is both part of the ballet field and of the 
‘wider field of power’ which encompasses it, a “particularly combinatory social 
category, one that infiltrates and influences every other category (Moi cited in Adkins 
and Skeggs 2004, p 6).
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Bourdieu’s theorising of social agency as embodied practice has obvious relevance to an 
analysis of the ballet teacher’s gendered identity. Whilst ballet remains one of the most 
highly codified and documented dance techniques it is realised in and through the bodies 
of (predominantly) women teachers and their (predominantly) female students. This 
embodiment is not restricted to ballet vocabulary per se but includes a whole area of 
embodied practices through which teaching and learning takes place: the complex 
systems of ‘shorthand’ or ‘marking’ through which movement material is demonstrated, 
communicated and internalised; the physical contact between teacher and student; the 
posture, walk and gestures of the teacher and their imitation by the young learner; the 
embodied authority of the ballet examiner sitting at the table, back rigidly upright, 
ankles crossed; the non verbal communication between the experienced teacher and her 
pianist.
In identifying my own points of contact between Bourdieu’s social theory and feminist 
discourse, it is necessary to acknowledge both ‘feminism’ and ‘gender’ as problematic 
labels which are no longer constituted by any single theoretical or methodological 
fi-amework nor contained within a single set of disciplinary or subject boundaries. The 
point is demonstrated in the increasingly diverse and self reflective nature of recent 
feminist studies (for example, Broude 2005; Bryson 2007; Dickinson 2007; D’Souza 
2006; Ettinger 2006; Freedman 2007; Kwok 2005; Lazar (ed) 2007; McMahon and 
Olubas (eds) 2006; Reilly and Nochlin (eds) 2007), and exemplified in edited texts such 
as Feminisms in Development: Contradictions, Contestations and Challenges (Cornwall 
et al 2006) and Feminist Futures?: Theatre, Performance, Theory (Harris and Aston 
(eds) 2007).
Such a selective list can only provide a glimpse of the current scope: from the 
reinvigoration of debates on female subjectivity in feminist art history by Norma Broude 
(2005) and Aruna D’Souza (2006) to Valerie Bryson’s (2007) critical analysis of the 
social and gendered meanings of time. Donna Dickinson’s (2007) study of the 
commercialisation and objectification of the body through developments such as organ 
and tissue donation, constitutes a theoretically sophisticated confluence of bioethics and
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feminist theorisation of the body whilst Pui-Lan Kwok’s (2004) Postcolonial 
Imagination and Feminist Theology brings together two rapidly expanding areas of 
feminist interest. Following in the tradition of feminist psychoanalysis, Bracha 
Ettinger’s (2006) The Matrixial Borderspace draws on her own experience as an Israeli 
living with the memory of the holocaust, to provide a unique critique of Lacanian theory 
and an alternative concept (the ‘psychic matrixial realm’) to gender binaries. Much of 
this work reflects central issues of female subjectivity and agency but without any 
obvious level of consensus emerging. Following Sue Morgan in her introduction to The 
Feminist History Reader, I perceive this lack of unanimity as providing a unique critical 
and “analytical momentum” (Morgan (ed) 2006, p 4).
Within this increasingly dispersed feminist scholarship, my historical and social analysis 
of the ballet teacher might be identified as feminist history, gender history or women’s 
history, traditional boundaries which are now the subject of much debate and not a little 
ambiguity. For example, the notion of a linear progression from feminist to gender 
history is rejected by Morgan who views them as co-existing and ‘mutually productive’. 
Likewise, Merry E. Weisner-Hanks (2001) identifies theoretical and political 
distinctions but notes that many studies with the word ‘gender’ in the title still focus on 
women. The point is illustrated in Rita Felski’s monograph The Gender o f Modernity 
which, despite the title, was, by her own admission, motivated by “a desire to reread the 
modem through the lens of feminist theory” (Felski 1995, p 10).
To some extent, discourses of gender, particularly those derived from Judith Butler’s 
work, pose a challenge to any historiographic agenda. Butler’s critique of woman- 
centred feminism (1990, 1993, 1997, 2004) and her subsequent argument for a 
“Foucaultian réinscription of the subject” (Butler 2004, p 199) has made an important 
contribution to feminist historiography.^ At the same time, some scholars have 
questioned whether an understanding of the subject (and gender) as discursively 
constructed in isolation from social experience (and from other subjects) can account for 
change over time. Whether gender “in its’ purely constmctivist incarnation” (Downs 
2004, p 167) can provide an effective tool of historical analysis remains a point of
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debate. In locating my own research within a historically situated cultural field, 1 join 
Downs in seeking “ways to draw upon the advantages that a discursive understanding of 
gender offers, without relinquishing the capacity to explain change” (Downs 2004, p 
166).
It is perhaps more useful to position my research as a belated critical dialogue with one 
of the central themes of feminist discourse; the recovery of the mother and mothering. 
Fundamental to this engagement is Adrienne Rich’s (1977) seminal distinction between
two meanings of motherhood, one superimposed on the other: the potential 
relationship of any woman to her powers of reproduction and to children; 
and the institution, which aims at ensuring that that potential -  and all 
women -  shall remain under control.
Rich 1977, p 13
This double layered understanding of motherhood informs my research but is developed 
within the context of Bourdieu’s (1993) cultural field and habitus. The woman ballet 
teacher is implicated both as a potential (or actual) biological mother and as a woman 
who fulfils a professional role closely associated with caring and nurturing. Using 
Bourdieu’s model, the extent to which her maternal identity is contained or controlled by 
the institution of motherhood depends on the mediating role of the individual field 
(ballet). Such an analysis need not be reduced to an unravelling of patriarchal 
oppression. On the contrary, the ballet field of the 1920s and 1930s suggests that 
women were able to adopt and adapt the maternal muse as a form of cultural capital, 
legitimised by a post war society which needed to rebuild its population and national 
identity. For the ballet teacher, such needs were ‘refracted’ (Bourdieu 1993, p 14) in the 
education and training of its greatest asset (children) and the task of producing a new 
generation of English dancers.
The feminist recovery of the mother provides other points of interest which are 
developed within my own narrative, including a revived interest in alternative traditions 
of female power realised through theories of ancient matriarchies and Goddess-cults.
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For Rich, such projects were a reflection of feminine desire and
a belief in the necessity to create ourselves anew [which] still allows for 
curiosity about the artifacts [sic] of written history -  not as verifiable 
evidence of things done, but as something like the notebook of a dreamer, 
which incompletely yet compellingly depict the obsessions, the denials, the 
imaginative processes, out of which s/he is still working.
Rich 1977, p 86
In this way, the feminist historiographic agenda re-instates myth and imagination as 
valid and necessary methodological alternatives to patriarchal traditions of empirical 
research and academic rigour.
There is, perhaps, an auspicious synchronicity in the emergence of Rich’s text in 1977 
and Hayden White’s Tropics o f Discourse a year later. White’s influential response to 
the ‘what is history?’ debate -  that it is a narrative discourse, the content of which is as 
much imagined (or invented) as found (or recovered) -  provides a parallel to Rich’s call 
for an act of historical imagination. This potent combination of feminist and 
postpositivist ‘visionary politics’ (Jenkins 1995, p 135) provides an interdisciplinary 
impetus for an interpretation of English ballet matriarchy which is supported by, but not 
‘found’ in, the historical record.
Feminist psychoanalysis has also found a productive site in the mother and mothering. 
Whilst Rich worked with the legacies of Freud and Jung, the emergence of Lacanian 
psychoanalysis has provided her successors with a much more powerful analytical tool 
in the pursuit of a feminine subjectivity. As noted by Susan Bordo,
the feminist recovery of female otherness from the margins of culture had 
both a “materialist” wdng (Ruddick, Hartsock, Rich, and others) and a 
psychoanalytic wing (Dinnerstein, Chodorow, Kristeva, Cixous, Irigaray), 
the latter attempting to reconstruct developmental theory with the pre- 
Oedipal mother rather than the phallic father at its center.
Bordo in Nicholson (ed) 1990, pp 146-147
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The work of Julia Kristeva (1980, 1984, 2000, 2001, 2004), Hélène Cixous (1986, 1991, 
1999, 2001) and Luce Irigaray (1985a, 1985b, 1993) offers a shared strategic 
Utopianism as well as a mutual investment in the re-instatement of the mother. Their 
individual visions of a feminine embodied textuality have been enormously influential 
across disciplines and, whilst I do not pursue a feminist psychoanalysis of the female 
ballet teacher, the potential for such an enquiry is self-evident.
Although feminist theories and methodological tools provide a lens through which to 
interpret and evaluate the traces of English ballet, the significance of historical context 
cannot be erased. During the interwar period, the cultural identity of the mother and 
mothering was part of an on-going dialogue on social origins exemplified in two 
influential texts; Johann Jakob Bachofen’s Das Mutterrecht (1861, 1992) and Robert 
Briffaulf s The Mothers (1927, 1977).^ Both men sought to explain modernity in terms 
of an evolution from ancient matriarchal cultures (and female deities) to modem 
patriarchal society. Bachofen’s theory of original prehistoric matriarchy (or ‘Mother 
Right’) and the historical ‘evidence’ on which it was based have long since been 
invalidated but, as noted by Rosemary Betterton (1996), Felski (1995) and Wiesner- 
Hanks (2001), his work was a dominant pre-occupation for ethnologists, anthropologists 
and social philosophers in the late nineteenth and early twentieth century.^
Briffaulf s text offered another controversial and seductive aetiology in which the 
‘divine feminine’ and maternal instinct were a much needed cure for the driving (and 
ultimately destructive) intellect of modem male subjectivity. In the decade after the 
First World War, the possibility of an altemative vision of modem civilization gained 
added significance. If the rational male had brought its downfall, the matemal muse 
might be its future salvation."^
The popularity of matriarchal origins theory, which found some support in Darwin’s
(1859) epoch defining evolutionism, did not present any significant threat to patriarchy.
On the contrary, as illuminated by Felski,
depending ... on whether it was the narrative of progress or the myth of the 
fall that was uppermost in the writer’s mind, femininity represented either a
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primitive condition of arrested development or an edenic [as in the Garden 
of Eden] condition of organic wholeness untouched by the rupture and 
contradictions of the modem age.
Felski 1995, p 40
In adopting the matemal muse I am all too aware of the ways in which both ‘woman’ 
and ‘mother’ might be positioned outside of a narrative of the modem. I also 
acknowledge that women in ballet were capable of both producing and reproducing 
gender stereotypes. However, in the following chapters 1 argue that the newly emerging 
English ballet field offered unique sites of resistance to domestic/public, nature/culture 
and associated binaries which warrant equal consideration. As a professional, sphere for 
women, ballet teaching, then and now, provides a platform for re-engagement with 
hierarchies of knowledge, power and gender.
1.2 Mythic Mothers
Histories of westem theatre dance, including English ballet, resonate with mythology. 
Even within the relatively confined parameters of my own archive, the mother and 
Goddess emerge as a central metaphor for women’s experience and achievement. A 
trilogy of texts relating to Ballet Rambert provides a clear example: Mary Clarke’s 
(1962) company history Dancers o f Mercury", Marie Rambert’s (1972) autobiography 
Quicksilver and Diana Menuhin’s (1996) A Glimpse o f Olympus. On another shelf, 
Cleopatra, Salome, Aida and Isis can be found within the pages of Deborah Jowitt’s 
(1988) Time and the Dancing Image. Pygmalion and Medea emerge from Susan Leigh 
Foster’s (1996) study of ‘ballet’s staging of story and desire’ whilst Isadora Duncan 
performs the role of American Goddess in Ann Daly’s (1995) monograph. Classical 
mythology, the female deity and the virgin mother permeate Janet Adshead-Lansdale’s 
(2007) inspired reading of Lloyd Newson’s Strange Fish, evidence of the continued 
relevance of myth, ritual and religion in the interpretation of more recent dance texts. I 
do not have my own copy of Blasis’ (1830) treatise dedicated to Terpsichore, but she 
appears in the title of Sally Banes’ (1987) thesis on postmodern dance, on the cover of 
Tim Scholl’s (1994) essay on ballet’s neo-classical continuum, on the crest of the
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armorial bearings of the Royal Academy of Dance (RAD), and in the emblem of the 
Imperial Society of Teachers of Dancing (ISTD)/
The literature on the Goddess is both vast and multi-directional, with a noticeable re- 
emergence of interest in the last two decades. As noted by Juliette Wood 
“archaeologists, theologians, feminist critics, psychologists and popular writers have 
produced analyses of every type [of Goddess] imaginable” (Wood 1998, p 8). Wood’s 
chapter forms part of an edited collection The Concept o f  the Goddess (Billington and 
Green (eds) 1998) which includes contributions on Celtic, Norse, Caucasian and 
Japanese traditions. A cross-cultural perspective is also apparent in some of the more 
recent dictionaries, encyclopaedias and general texts (Cotterell 2000; Kapoor 2004; 
Lurker 2004; Mackillop 2004; Scheub 2004; Spence 2005; Waldherr 2006).
Archaeological perspectives which revisit ancient European Goddess cults include 
Marija Gimbutas’ The Language o f the Goddess: Unearthing the Hidden Symbols o f 
Western Civilization (2001a) and The Living Goddesses (2001b), Lucy Goodison and 
Christine Morris’ (eds) (1998) Ancient Goddesses: The Myths and the Evidence, Lynn 
Roller’s (1999) In Search o f God the Mother: The Cult o f Anatolian Cybele and Jean 
Markale’s (2000) The Great Goddess.^ Re-interpretations of the Goddesses of Westem 
classical antiquity (Gimbutas 2007; Hughes 2005; Sora 2007) construct an increasingly 
discursive field and a broader dialogue on the mythology documented by Hesiod, 
Homer, Ovid and others, as well as providing a guiding archetype in promoting feminine 
energy and spirituality (Bolen 1994, 2001, 2004, 2005; Browne 2004; Davis 1999; 
Hamilton 2005; Madden & Morreale 2006; Matthews 2001; Rankin and D’Este 2005; 
Straffon 2007).^
In another related body of work, the theological debate prompted by Merlin Stone’s 
(1978) When God Was a Woman has been developed across cultural and religious 
contexts (Boyce-Tillman 2008; Frymer -  Kensky 1993; Gonzalez 2007; Graff 2005; 
Johnson 2002; Loades and Armstrong 2004; Raphael, 1996, 2000; Reid-Bowen 2007) 
and is exemplified in the depth and breadth of contemporary Marian studies (Boss &
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Maunder (eds) 2008; Calloway (ed) 2007; Clayton 2003; Clooney 2005; Gambero 2005; 
Hall 2005; Lambert 2007; Shoemaker 2006). The result is a well established discourse 
of a female and feminist deity (thealogy) recognised as a valid field of enquiry which 
includes, but is not contained by, feminist perspectives.*
In relation to my own research, certain features of the divine feminine would seem of 
particular significance. These include the tripartite virgin/mother/crone nexus evident in 
studies of Celtic and Hindu mythology as well as the Goddess wives of Zeus.^ Even 
within my own ballet memory, the teacher as unmarried maiden, middle aged spinster or 
elderly hag are archetypes at least as recognisable as the bountiful teacher mother. 
Similarly, the mother/daughter bond, personified in the figures of Demeter, Persephone 
and the tradition of Eleusian mysteries (Agha-Jaffar 2002; Hayes (ed) 1994; Parca & 
Tzanetou (eds) 2007; Ruck 2006) provides a metaphoric fi-amework for the study of the 
ballet teacher/student relationship. Ironically, the Greek Muses most readily associated 
with the arts are less well represented in the discourse of the eternal or divine feminine. 
Servants to the God Apollo, the Muses are denied the status of either Goddess or mother 
and, perhaps for this reason, have received much less attention.
In addition to the archetypal traces of the Goddess Mother, the ballet teacher’s identity is 
embedded in a politics of modem womanhood which forms a permanent subtext to 
histories of the interwar years. On occasion, the ancient and modem are superimposed 
in manifestos on the future of women, nation and empire published in the dance teaching 
press. Marie Bici’s (1931) article ‘The Glory of Womanhood’, published in the British 
Ballet Organization’s joumal The Dancer, provides a clear example. She begins.
“MAN HAS GOD-LIKE POSSIBILITIES IN HIS DEVELOPMENT,” says 
one great authority on Physical culture. The women of today are saying 
“We also have Gpd-like possibilities and are out to attain them.” This is as it 
should be. Hitherto, woman, for the greater part, has been looked upon as 
merely being created essentially for the home, but the present generation are 
determined to build for themselves bodies which spell strength, fitness and 
beauty.
Bid 1931, p 541
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In this way, Bici re-instates the mythic feminine through a discourse of the body located 
in the public arenas of sports and physical education formerly regarded as male 
preserves. Physical strength, fitness and beauty are posited as liberating ideals which 
distinguish the modem woman from her predecessors and, in this instance, are employed 
as a marketing strategy for ballet. At the end of the article, Bici advocates the training 
regime of ‘operatic dancing’ (ballet) as ideally suited to the pursuit of the body beautiful, 
arguing that
daily exercise is essential, and what more appropriate or fascinating than the 
practice of Operatic Barre Work and Adage? Every muscle of the body is 
trained in these exercises, brought into play, and controlled, in tum.
Bici 1931, p 541
Employed as part of a gender politics, ballet liberates the modem Goddess through a 
newly acquired, public corporeal identity. At the same time, Bici makes a clear 
connection between individual fulfilment and the greater good, concluding that.
Ideal Girlhood and Glorious Womanhood should be the greatest aim of 
every female ... happy women are those possessed of a strong, clean and 
beautiful body; these are the Nation’s finest Mothers -  the kind of women 
who make or mar an Empire! They are verily the foundation of the happy 
home and are shining examples to those who have no desire to action.
Bici 1931, p 541
Bici’s conclusion is indicative of the ways in which motherhood might be contained by 
m  ideology of nation reproduced by women as well as men. Of equal importance, the 
authorisation of ballet as a contributor to national regeneration provides a broader socio­
cultural impetus for the ‘birth of English ballet’ and ‘mother of English ballet’, 
metaphors closely associated with the interwar d e c a d e s . T h e  woman ballet teacher is 
positioned both as a potential mother and the producer of a new generation of highly 
skilled professional dancers. Ultimately, ‘glorious womanhood’ would be exemplified 
in the technical prowess and artistic sensibilities of the eagerly anticipated product and 
prize of the teaching sector -  the English ballerina.
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The mythic feminine invoked by Bici finds an altemative expression in the demonising 
of women in power, a reminder that the Ancient Goddess was both giver and taker of 
life. As articulated so vividly in Marina Warner’s expression “the serpentine 
metamorphoses of the monstrous female” (Warner 1995a, p 22), the woman-as-demon is 
also a fimdamental archetype in mythology, fairytale and folklore. Warner’s body of 
work (1976, 1985, 1995b, 1998, 2002, 2008) provides historical and cultural insight into 
the power of myth.^^ Whilst she does not employ the theoretical tools of semiotic 
analysis she nonetheless recognises a debt to Roland Barthes, suggesting that
a myth is a kind of story told in public, which people tell one another; they 
wear an air of ancient wisdom, but that is part of their seductive charm ...
But myth’s own secret cunning means that it pretends to present the matter 
as it is and always must be, at its heart lies the principle, in the famous 
formula of Roland Barthes, that history is turned into nature.
Warner 1995a, p 19
In From the Beast to the Blonde: On Fairy Tales and their Tellers, Warner presents an 
extended study of fairy tales centred on the family unit. The analysis reveals the 
replacement of the ‘real’ (‘good’) mother with a monster as part of Warner’s more 
general observation that “figures of female evil stride through the best-loved, classic 
fairy tales; on this earth, wicked stepmothers, ugly sisters; from fairyland, bad fairies, 
witches, ogresses” (Warner 1995b, p 201). Of further interest, Warner identifies a 
tradition of stories of a young female heroine suffering at the hands of women, including 
Cinderella, the Sleeping Beauty and Snow White. Whilst these stories were written by 
men, Warner considers the agency of women in reproducing them, an argument which 
finds exemplars in my own recollections of ballet training as well as numerous 
autobiographical writings by women dancers and teachers.
One of the most potent examples of suffering inflicted on women by women can be 
found in accounts of Marie Rambert’s teaching methods written by former pupils. For 
example, Agnes de Mille, the American dancer and choreographer had no qualms in 
exposing the oppressive nature of Rambert’s classes in a series of vivid metaphors:
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in the center of the room darted Mim, Madame Wasp, queen hornet, vixen 
mother, the lady boss of Notting Hill. Knobby, knotted with passion ... she 
scrabbled from side to side in the room, pulling, pushing, poking, screaming 
and imploring.
De Mille 1951 p 184.
Writing whilst Rambert was still alive, de Mille acknowledged the difficulty in 
appraising Rambert’s contribution to English ballet, conceding that “at the very mention 
of her name dancers sometimes lose all self control” (de Mille 1951 p 187). Accounts of 
Serafina Astafieva and Ninette de Valois (amongst others) reveal a similarly autocratic 
teacher/student power relationship which I explore further in Chapter 6.
1.3 Mothers, Daughters, Modernity
It is worth noting that whilst the mother/daughter nexus is central to ballet training it is 
peripheral in the ballet canon. During the nineteenth century, the development of the 
ballet blanc, in all its manifestations, minimised characterisation and plot, whilst the 
narrative thrust was dominated by the central heterosexual couple and their path towards 
true love. From her temporary promotion in the first act of Giselle (Coralli/Perrot 
1841), the mother is relegated to the minor role of non-dancing passive parent. Kindly 
Queen or silent consort, she walks, sits and gestures through the Petipa/Ivanov/ 
Tchaikowsky repertoire, the most, yet least, empowered woman on stage. Abandoned 
by the choreographers of the Ballets Russes in the early twentieth century she met a 
similar fate in the ‘birth of English ballet’. Neither de Valois, Frederick Ashton or 
Antony Tudor could find dramatic potential in the mother or the mother/daughter 
bond.^ ^
In contrast to the ballet repertoire, the dominance of women as teachers and girls as 
students makes mothers and daughters the fundamental metaphoric kinship in ballet 
training across a variety of teaching contexts (the once a week child, the vocational 
student, the company class, the repertoire coaching session). A further complexity is the 
tripartite relationship between the teacher/student/parent. The presence of two mother 
figures in stories of ballet training (a ‘real’ mother and the teacher as a ‘professional’
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mother) suggests a potential dualism which remains unexplored. The ‘real’ mother has 
been demonised as ‘the ballet mother’, an interfering and somewhat neurotic woman 
with an exaggerated view of her daughter’s talent and an unhealthy controlling 
influence. This disdain has overshadowed the contribution of many women who 
fulfilled the parental, legal and moral requirement of chaperoning dancers entering the 
profession at an increasingly young age.
The notion of dual mothering has particular relevance in a period associated with 
women’s enfranchisement. For Adrienne Rich, the rise of modem womanhood, in 
particular “the false ‘liberation’ (to smoke cigarettes and sleep around) of the twentieth- 
century flapper” served to weaken the mother/daughter bond as well as “the network of 
intense female friendships based on a common life-pattem and common expectancies” 
(Rich 1977, p 235). This weakening could give rise to a separation involving two 
mothers,
one, usually the biological one, who represents the culture of domesticity, of 
male-centeredness, of conventional expectations, and another, perhaps a 
woman artist or teacher who becomes the countervailing figure. Often this 
“counter-mother” is an athletics teacher who exemplifies strength and pride 
in her body, a freer way of being in the world; or an unmarried woman 
professor, alive with ideas, who represents the choice of a vigorous work 
life, of “living alone and liking it”.
Rich 1977, p 247
By this argument, the woman ballet teacher might present an ideal ‘counter mother’, a 
maternal muse possessed of both physical prowess and professional status.
Rich’s argument on the weakening of ties with the ‘biological mother’ finds some 
support in the dance teaching journals. Whereas Bici’s manifesto (p 13) unites mother 
and child in the pursuit of physical health, other columns reflect a distance between the 
independent, socially mobile modem mother (flapper) and her daughter. A prime 
example is the regular feature ‘Phillida Goes Dancing’, published in The Dancing Times 
throughout the interwar period, in which a newly enfranchised woman seeks to balance 
the lure of London’s ‘high society’ and the responsibilities of m o t h e r h o o d . I n  the
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April 1926 issue, the fictitious mother (Phillida) writes to her daughter (Felicity Ann), 
exclaiming
what a success your “Pawis” frock has been! It was a promise that 1 should 
bring you back one with me, though nothing was said about a hat, which I 
was generous enough to throw in. And next morning there were eleven 
young friends waiting on our doorstep, for word had gone round that Felicity 
Ann’s mother had brought her back a dress from Paris.
Anon 1926, p 55
The absent-but- thoughtful mother continues with an extended account of a night out on 
the town with a ‘partner’, complaining that “the opening of the new Florida was an 
awful crush. It seems that just anyone had been invited ...and everyone turned up, too” 
and adding,
how cleverly they work the champagne dodge ...there is no entrance fee, but 
you must drink champagne. In our innocence, my partner and I ordered one 
bottle of the best brand, which we enjoyed ... but hardly had the champagne 
in the bottle diminished by two-thirds, but it was spirited away, and another 
full one took its place. There was no use protesting.
Anon 1926, p 56
The column (subtitled ‘being a Monthly and Entirely Frivolous Letter to Felicity Ann’) 
posits an implicit dialogue on good/bad mothers within the culture of the ‘flapper’. 
Phillida may have a daughter but she is not bound by maternal status (as her own mother 
was). She is a consumer of luxury goods (Paris fashion and champagne) and the parent 
most likely to encourage and facilitate her daughter’s social education. For this reason, 
the dance teaching press courted the ‘flapper’ mother, advertising everything from 
imported cigarettes to backless bras and the latest beauty products, at the same time 
encouraging her to provide her daughter with the advantages of dancing lessons.
From a different perspective, the weakening of ties between mother and daughter might 
be considered part of a wider socio-cultural dynamic which enabled a generation of 
middle class women not to follow in the footsteps of their mothers. The woman ballet 
teacher of the 1920s and 1930s enjoyed levels of social mobility and professional status
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unknown at the turn of the century. The inevitable distance between these two 
generations of daughters is part of a wider dialogue on women and modernity which has 
inspired a diverse and interdisciplinary body of research. This includes feminist 
perspectives on women in education and teacher-training colleges (Copelman 1996; 
Edwards (ed)1994; Edwards 2001; Hirsch and Hilton (eds) 2000; Lenskyj 2005; Oram 
1996; Purvis 1991; Tamboukou 2003; Weiler & Middleton (eds) 1999), women’s 
literature (Evans 2005; Goldman 2004; Heilmann 2000; Hill 1999; Scott 1995; Watkins 
2000; Wolff 1990), women and the visual arts (Betterton 1996; Chadwick 1991; 
Deepwell 1998; Elliott and Holland 2002; Jacobus 1996; Lusty 2007; Perry 1999; 
Pollock 1999, 2003, 2006; Reckitt & Phelan (eds) 2001; Solnit 2003), feminist film 
theory (Chaudhuri 2006; Creed 1993; Hanson 2007; Kaplan 1997; McCabe 2004; 
Modleski 1988; Wager 1999) and women in popular culture (Caputi 2004; Hollows 
2000; Inness 1998, 2004; Kaplan 1992; Langhamer 2000; Mangham 2007; Meyers (ed) 
1999).
Most of the above scholars look at representations of women within modem cultural 
texts. For example, Marylu Hill’s (1999) Mothering Modernity: Feminism, Modernism, 
and the Maternal Muse presents a narrative of female subjectivity through literary 
analysis of the female protagonist in novels by Dorothy Richardson, E.M. Forster, D.H. 
Lawrence, May Sinclair, Radclyffe Hall and Virginia Woolf. Like Hill, Betterton 
(1996) demonstrates the subversive potential of the maternal muse in early twentieth- 
century women’s art. Citing Kâthe Kollwitz’s painting Woman With Dead Child (1903) 
and Paula Modersohn-Becker’s Reclining Mother and Child (1906), she identifies a 
radical development in combining the previously distinct genres of visual representation, 
the figure of the mother and the figure of the nude, disrupting the defining, gendered 
metaphor for creativity in western modem art; the male artist and his female model.
The matemal muse in modernity is also the subject of Elizabeth Kaplan’s (1992) study 
Motherhood and Representation: The Mother in Popular Culture and Melodrama. 
Kaplan draws across psychoanalytic and film theory to identify the patriarchal 
positioning of the mother and notable sites of resistance in late nineteenth century
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women’s writing and early twentieth century silent film. Barbara Creed’s (1993) 
analysis of the ‘monstrous feminine’ in horror films is further evidence that themes of 
the archaic mother, earth mother, fairy godmother, monstrous mother and castrator cross 
generic boundaries from Hollywood and Hitchcock to Weimar and French film noir. 
Whilst these texts focus on the film media, Mary Jacobus’ (1996) study First Things: 
Maternal Imaginary in Literature, Art and Psychoanalysis examines the mythic or 
‘phantasmic’ mother across psychoanalysis, literary and visual representation. Bringing 
together selected texts by Wollstonecraft, Mary Shelley, Malthus and de Sade, French 
revolutionary iconography and Realist and Impressionist artworks. Jacobus provides an 
illuminating study of the symbolic and biological matemal body.
As I seek to show in this thesis, the ballet teacher of the 1920s and 1930s offers a 
potential site for revisiting the matemal muse in modemity. Within a newly emerging 
career infrastmcture, she invites recognition as “entering and seeking a legitimate place 
in the urban professional landscape” (Parsons 2000, p 8). Like the literary heroines in 
Hill’s study (1999, p i ) ,  she too has the potential to combine and transform her patemal 
and matemal legacies as she moves from studio to committee room, to rehearsal room 
and theatre. Her work in raising the standards of ballet teaching, educating through 
dance and providing professional dancers for the stage constitutes an altemative 
“meeting point of a tottering patriarchal history and a newly emerging female voice” 
(Hill 1999, p 5). Within this context, I pursue the ‘mothering of English ballet’, not as a 
myth of origin but as an echo of the flâneuse, an exploration of the habitus, and a 
circular path between Bourdieu and the matemal imaginary.
1.4 Notes
1
2
Whilst Butler is not a historian per se, her interest in the means by which subject- 
positions are constmcted, regulated and maintained has extended the broader 
critical dialogue on feminism, postmodernism and history.
In both instances I have used later editions of Bachofen’s and Briffault’s original 
texts together with an informative and academically rigorous paper by Marinus 
Anthony van der Slugs (http://www.mvthopedia.info/brifFault.htmy
45
10
11
Chapter 1 : From Bourdieu to the Maternal Imaginar) 24
Bachofen’s work is cited in many subsequent texts on social evolutionism and 
materialism, most notably Frederick Engels’ (1884, 1972) The Origin o f the 
Family, Private Property, and the State.
Adrienne Rich provides a critical summary of the work of Bachofen and 
Briffault in her chapter ‘The Primacy of the Mother’ (1977, pp 84-109).
The arms of the RAD feature a crest with the figure of Terpsichore dancing on a 
green sword carrying her traditional tambourine. The motto reads Salus et 
félicitas (Health and happiness) (Willcox 1937, p 2). The emblem of the 
‘Crowning of Terpsichore’ was chosen by Beaumont and became the official 
insignia of the ISTD from 1923/24 when he took over as Editor of Dance 
Journal (ISTD 2004, p 12).
The work of Marija Gimbutas has been particularly influential in historiographic 
and archaeological debates on the existence of Goddess cults in ‘Old Europe’. 
However, many of her arguments have subsequently been challenged; see for 
example Davis (1999), Gilchrist (1999), Goodison & Morris (eds) (1998) and 
Weisner-Hanks (2001).
The work of Jean Shinona Bolen has been significant in exploring relationships 
between Goddess archetypes, Jungian analysis and women’s spirituality. New 
Age or Neo-Pagan theories of feminist spirituality and a focus on the Celtic 
Goddess are other key features of this body of work.
A detailed, up to date and informative analysis of the rise of thealogy can be 
found in Paul Reid-Bowen’s (2007) study Goddess as Nature: Towards a 
Philosophical Thealogy. Donald Calloway’s (2007) The Virgin Mary and 
Theology o f the Body provides another example of the influence of cultural 
theory. As is evident, male scholars are active across the theology/thealogy 
divide.
Examples of the virgin/mother/crone trilogy can be found across western and 
eastern pantheons. The trilogy has its origins in the Triple Goddess and lunar 
mythology which, according to Robert Graves’ (1948) influential account The 
White Goddess, was deconstructed under patriarchal Olympian mythology.
See Graves (1948, pp 383-408) on the subjugation of the Muse by the Apollo 
priesthood.
The links between dance, health and fitness are also emphasized through a 
plethora of advertisements for health tonics, exercise equipment, fitness regimes 
and health organizations across the dance teaching press. Articles by well 
established members of the medical profession, including osteopaths, 
paediatricians and nutritionists, are also characteristic of a period which 
pioneered dance medicine.
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The ‘birth of English ballet’ or British ballet is generally linked to the Camargo 
Society formed in London in 1930 to promote new choreography (see Kane 
1993; Percival 1990; Walker 1995). The ‘mother’ metaphor is synonymous with 
Ninette de Valois, founder of what is now the Royal Ballet. In both instances the 
terms were created retrospectively as part of a wider narrative of origins which I 
explore in Chapter 6.
Marina Warner has written adult and children’s fiction, history and criticism but 
is best known for her studies of ancient and contemporary mythology. Her early 
focus on female heroines and icons (the Virgin Mary, Joan of Arc, the Empress 
Dowager of China 1835-1980) has developed into a broader historical and 
cultural analysis of the production and reproduction of fairytale and myth. In her 
most recent publication. Phantasmagoria: Spirit Visions, Metaphors, and Media 
into the Twenty-first Century (2008), Warner explores the metaphors through 
which the ethereal is imagined, communicated and understood.
Myth, folklore and the investment of magical powers in women (by men) are key 
features of European Romanticism and, consequently, of ballets like La Sylphide 
(Taglioni 1832; Boumonville 1836) and Giselle (Coralli/Perrot 1841). Between 
them, these ballets reveal an array of female archetypes; the witch/crone 
(Madge), the betrothed virgin (The Sylphide and Giselle), the Mother (of 
Giselle), the Virgin Queen (Myrtha). Further analysis of Giselle might reveal the 
traces of the Triple Goddess in the powers given to Giselle’s mother (who 
foresees impending disaster), to Giselle (who rises from the grave and saves her 
lover’s life) and to Myrtha (who rules over the spiritual world of the wilis 
avenging their betrayal by unfaithful men).
There are some important exceptions to the marginalisation of mother figures in 
ballet repertoire, including Nijinska’s portrayal of female kinship in Les Noces 
(1923), Kenneth MacMillan’s Las Hermanas (1963) based on Lorca’s depiction 
of stifling matriarchy in The House o f Bernada Alha (1936), and the Oedipal 
references in Matthew Bourne’s Swan Lake (1995). Ashton’s A Month in the 
Country (1976) based on Turgenev’s study of mother/daughter rivalry for the 
affections of a handsome young tutor, is another rare example.
‘Phillida’ is one of many similar columns in the dance press aimed at ‘lady 
readers’ and the mother/daughter market. The column was introduced in April 
1920, replacing the more traditional Edwardian values of ‘My Lady Fair’.
The flâneuse represents a theory of women’s experience of, and subjective 
position within, modemity and modernism. Almost two decades ago, Janet 
Wolff (1990) argued the impossibility of such a position, however, recent 
scholars have pursued the discourse offlânerie with some interesting results.
See, for example, Lena Hammergren’s paper The Re-tum of the flâneuse in 
Foster, S.L. (ed) (1996), pp 53-69.
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Chapter 2: Dance, History and Culture: Interdisciplinary Positions and 
Paradigms
2.1 Introduction
In this chapter I offer a rationale for the choices which have shaped the subject and 
design of this thesis, a process which I undertake in the form of an extended critical 
review of selected dance history texts and the theories which inform them. Since I am 
engaged in the process of representing a past, developments in the philosophy of history 
are central. At the same time, the employment of a Bourdieu-oriented model of cultural 
analysis means that disciplinary boundaries overlap. The resulting methodological 
terrain is uneven, sometimes uncomfortable and rarely stable but, I would argue, 
unavoidable. After postmodernism, there can be no history without historiography; 
repositioning dance as ‘culture’ does not lessen the past/history distinction nor diminish 
the epistemological challenge to the chronicle.
It is fi'om this basis that I rethink and rewrite a well established English ballet history 
which remains synonymous with a generation of ballet historians led by Cyril W. 
Beaumont, Arnold Haskell, Mary Clarke, Clement Crisp and Kathrine Sorley Walker. 
Beaumont’s prolific output in the 1930s, 1940s and 1950s was particularly significant in 
establishing ballet history as an increasingly autonomous field through studies of 
repertoire (Beaumont 1942; 1952; 1954; 1955), histories of the Vic-Wells and Sadler’s 
Wells companies (Beaumont 1935; 1946), profiles of dancers (Beaumont 1935; 1948; 
1949) and a volume of memoirs (Beaumont 1975).^
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Haskell’s contribution was equally profuse, with two particularly influential volumes in 
Balletomania (Haskell 1934) and The National Ballet: A History and a Manifesto 
(Haskell 1943). The latter remains one of the few studies of English ballet as national 
culture rather than focussing on the contribution of an individual or an individual 
company.^ However, neither Beaumont nor Haskell had at their disposal the plethora of 
cultural theories available today, nor were they equipped with the methodological tools 
of postmodern thinking. The same could be said in relation to a body of work on the 
Sadler’s Wells Ballet (Anderson 2006; Bland 1981; Clarke 1955; Fisher 1954 and 1959; 
Manchester 1946; Swinson 1958; Woodcock 1991) and Ballet Rambert (Bradley 1946; 
Clarke 1962; Crisp et al 1981; Haskell 1930; Pritchard 1996) which continues to form 
the ‘bedrock’ of traditional English ballet history in the interwar decades. In all such 
studies, the focus is on a canon of works and its makers, with Ninette de Valois, Marie 
Rambert and Frederick Ashton emerging as the dominant triumvirate. English ballet is 
located firmly on stage, contained (with equal strength) by the frame of the proscenium 
arch and the limitations of the chronicle.
By contrast, the ballet history in this thesis begins not on stage but in the studio where 
the young, aspiring dancer first encounters the woman who will guide her on the path to 
a professional career. The studio might be a village hall, school gymnasium or hastily 
adapted living room; cold and draughty, the floor hard and slippery, the dimensions 
inappropriate to the purpose. The teacher will be a woman with no specific training in 
teaching ballet but with some degree of performance experience in the Music Hall, 
variety stage or, perhaps, with Pavlova or ‘Diaghileff. As a teacher, she may be good, 
bad or indifferent but her very existence is significant: she represents a monumental shift 
of power from the unchallenged monopoly of the English dancing master to a newly 
created professional sphere for women -  the codification of ballet technique and the 
regulation of its teaching.
Related to this, my research suggests that the increased organisation and regulation of 
the ballet teaching profession in the 1920s and 1930s leads, in turn, to a fundamental 
change in power relations between the individual and the newly formed institutions set
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up to legitimate and control teaching. The combination o f these shifts, from men to 
women, from individual to organisation, offers significant potential for a sociological 
analysis underpinned by Bourdieu’s (1993) concept of the ‘field of cultural production’.
There are a number of reasons why Bourdieu’s model would seem appropriate to the 
needs of my own research. The ‘field’ provides a systematic means of broadening the 
scope of study beyond the traditional canon-centred model of ballet history. In addition, 
as a structured arena of conflict, conceived as a “field of positions and a field of 
position-takings” (Bourdieu 1993, p 34), Bourdieu provides for an analysis of ballet’s 
individual and collective power relations. As interpreted by Jeff Browitt in his lucid 
introduction to Practising Theory: Pierre Bourdieu and the Field o f Cultural 
Production,
fields are networks of social relations, differentiated competitive environ­
ments in which social actors, simultaneously constrained and enabled by 
their habitus, occupy ‘objective positions’ in the struggles for economic, 
cultural, social and symbolic power.
Browitt 2004, p 2
In relation to ballet, such ‘objective positions’ might be extended to include not only 
performance and choreography but other areas of related activity: for example, teaching, 
journalism, publishing, marketing, financial administration and management, retail and 
consumerism (dance related clothing and goods, etc.) and children’s fiction. Developed 
later than his concepts of cultural capital and habitus, Bourdieu’s ‘field’ is crucial in my 
analysis of ballet as a diverse network of practices which cannot be contained within a 
canon-oriented, tripartite model of choreographer/text/audience.
The idea of habitus, developed in Outline o f a Theory o f Practice (Bourdieu 1977), is 
the second of Bourdieu’s conceptual tools for investigating the ways in which “cultural 
resources, processes, and institutions hold individuals and groups in competitive and 
self-perpetuating hierarchies of domination” (Swartz 1997, p 6). Bourdieu’s analogy 
with “a feel for the game” (Bourdieu 1990, p 9) has been influential but the significance 
of habitus is more usefully understood in terms of “an acquired system of generative
Chapter 2: Dance, History and Culture 29
schemes objectively adjusted to the particular conditions in which it is constituted” 
(Bourdieu 1977, p 95). These schemes or ‘dispositions’ take a long time to develop and 
are durable in that they may last a lifetime. Since they are durable, (but not immutable) 
they tend towards maintaining the conditions which produced them (Thompson in 
Bourdieu 1991, p 13). For this reason, cultural change is invariably initiated by external 
influences which are then absorbed within the field of practice.
Habitus was developed as an attempt to circumvent the objectivist/subjectivist dualism 
by acknowledging the “objectivity of the subjective” (Bourdieu 1990, p 135). In 
conceiving structure and agency (field and habitus) as intertwined, but not reducible to 
each other, Bourdieu rejects both Marxist-derived models of mechanistic determinism 
and the Kantian ideology of aesthetic autonomy.^ The resulting dialogue offers potential 
for re-examining women’s roles as ‘positions’ shaped by both external and internal 
factors, by both the society in which they lived and the individual, internal “set of 
dispositions” which constitutes the habitus. Following dance theorist Ann Daly, I 
perceive this as a starting point for a gender-based ballet history which looks at ways in 
which “women strategically deployed economic, social, intellectual as well as cultural 
institutions and practices” (Daly 2002, p 331). It is in this sense that I use the terms 
‘maternal muse’ and ‘matriarchy’ to indicate the potential for women to position 
themselves as well as being positioned by others.
Bourdieu’s model also provides a means of understanding the complex relationship 
between developments in English ballet and the political, economic and social climate. 
In the interwar years, the ballet community was in search of both artistic credentials and 
economic viability. Such dual concerns reflect Bourdieu’s division between the ‘field of 
restricted production’ and the ‘field of large-scale production’, the former being 
characterised by the pursuit of ‘symbolic status’ and relative autonomy from the market 
economy, and the latter by the pursuit of financial profit and proximity to the market 
economy (Bourdieu 1993, p 34). From this perspective, the symbolic and economic 
needs of English ballet can be located within the wider contexts of class systems, the 
‘dance boom’, developments in education and women’s entry into the professional 
sphere."^
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Whilst Bourdieu is not generally identified as a historian, his work is underpinned by a 
belief in the importance of recognising the specificity of time and place. Indeed, his 
insistence on the inter-relatedness of social and symbolic structures has been described 
by Randal Johnson as “a radical contextualisation” (in Bourdieu 1993, p 9). The unique 
social context of the interwar years is crucial in understanding the development of a 
national ballet culture in which women played a central role. The rising number of 
female ballet teachers, in a period when women gained the vote and increased access to 
education and employment, suggests a close relationship between the field o f ballet 
production and the wider ‘field of power’. However, Bourdieu’s theory of time extends 
beyond periodicity to incorporate a complex relationship whereby
practice unfolds in time and it has all the correlative properties, such as 
irreversibility, that synchronization destroys. Its temporal structure, that is, 
its rhythm, its tempo, and above all its directionality, is constitutive of its 
meaning ... practice is inseparable from temporality, not only because it is 
played out in time, but also because it plays strategically with time and 
especially with tempo.
Bourdieu 1990, p 81
Historians also play with time and tempo. The history of English ballet during the 1920s 
and 1930s has tended to be condensed into a handful of ballets which survived the 
Second World War. In moving beyond the canon to a broader field of ballet production, 
I seek to expand temporalities by shifting between the momentary and the longstanding, 
the anecdote and the life story, the single ballet class and the complete training.
2.2 Dance History: Challenging Positivist Models
Inevitably, my research choices are a reflection of my own background, interests, 
preferences and professional development. I am, for example, conscious of the 
significance of choosing a predominantly white, western dance genre about which much 
has been written (relatively speaking), at a time when dance scholarship is focused on 
deconstructing such hierarchies and constructing multiple ‘centres’.^  My rationale for 
doing so is a firm belief that the hegemony of traditional linear narratives (including but
Chapter 2: Dance, History and Culture 31
not limited to ballet history) needs to be challenged from ‘within’ through a 
deconstructive process which destabilises, opens and multiplies. The standard corpus of 
texts on English ballet provides ample opportunities to examine the processes through 
which the past ‘as it was’ becomes the past ‘as we know it’ (Jenkins 1995 p 6). Such 
opportunities have been taken up in a number of important revisionist ballet histories 
which have provided inspiration for my own research and to which I am indebted. 
Whilst I only mention them briefly here, their significance is both implicit and explicit 
throughout this thesis.
Lynn Garafola’s (1989) study of the Ballets Russes (1909-1929) was one of the first 
dance histories to locate ballet within a wider cultural context and to acknowledge the 
tripartite relationship of choreographer/work/audience, even before the ‘literary turn’ 
had become firmly established in dance studies. Her decision to revise what was (and 
still is) the most extensively written ballet history was a pivotal one, forcing inevitable 
comparisons with the scope, methods and standards of both a pre war body of Ballets 
Russes literature (Haskell 1935; Lieven 1936; Lifar 1940; Propert 1921, 1931; 
Stravinsky 1936) and a ‘second wave’ inspired by a series of Diaghilev exhibitions 
(Baer 1988; Buckle 1971, 1979; Chadd & Gage 1980; Kochno 1970; Kodicek 1996; 
MacDonald 1975). Divided into chapters on ‘Art’, ‘Enterprise’ and ‘Audience’, 
Garafola’s research reflects the cultural context of modem consumerism without 
resorting to what Janet Wolff (1981) long ago warned against as an overly simplistic or 
‘uni-directional’ model of cultural determinism.
Garafola’s detailed analysis of Diaghilev’s pre and post war London audiences provides 
a chronological parallel for a study of English ballet in the 1920s and 1930s.^ In 
addition, her contextualisation of ballet within a British ‘dance boom’ (Chapter 8) 
includes the teaching profession which is central to my own analysis. However, 
Garafola is unable to offer a theoretical framework for the relationship between artistic 
production, social structures and cultural consumption. Whilst she extends the scope of 
empirical research to include previously unexplored areas (company finances.
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marketing, administration, audience profile, etc.), her research lacks the discursive and 
reflexive elements necessary to move beyond a positivist model of dance history.^
Reflecting the influence of Hayden White, Susan Leigh Foster’s (1996a) reconstruction 
of the ‘action ballet’ constitutes a radical departure from the ‘scientific model ’ of 
positivist history. This paradigm shift was highlighted by the publication of Ivor 
Guest’s (1996) study of the same genre (more generally known as ballet d ’action) in the 
same year. These two texts provide perhaps the most direct and tangible evidence of the 
tension between ‘proper’ dance history and the ‘theorising’ of history (and dance) as 
discourse. Although both are meticulously researched and draw on an extensive range 
of primary source material, the studies are, nonetheless, sharply polarised in perspective, 
methodology and presentation. Guest’s linear canon of ‘fathers’ and ‘sons’ (Vestris, 
Noverre, Gardel père and fils, Dauberval) is skilfully subverted by Foster’s self-reflexive 
narrative of the ballerina’s corporeality, by the phenomenological dimension of 
‘choreographing history’ and by a more complex temporal and spatial perspective:
this history reverses the traditional trajectory of ballet history’s historical 
inquiry. Written from a position upstage, it peers through the back curtain at 
both the stage action and the audience, all the while feeling dancers and 
stagehands brush past as they cross from one side to the other.
Foster 1996, p xv
In terms of structure, presentation and writing style, Foster’s use of ‘interludes’, in the 
form of ‘short, whimsical meditations’ (p xvii), disrupts chronological linearity, just as 
her extensive use of metaphor and other literary devices contribute to a (her)story telling 
which is highly sophisticated, intellectually rigorous and personal. Whatever the post 
positivist dimensions of Foster’s research, it nonetheless reflects extensive empirical 
research. The distinction from Guest rests on Foster’s recognition, both explicit and 
implicit, of the narrative nature of historical reconstruction.^
Alexandra Carter’s challenge to the 1980s feminist critique of ballet and her 
construction of a subsequent (post) feminist position is another development which has 
inspired my own research project. Acknowledging the impact o f poststructuralist
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thought, the destabilising of interdisciplinary boundaries and the radical shifts in 
historical methodologies. Carter has produced a coherent series of papers over the last 
decade (Carter 1994; 1995a; 1995b; 1996; 1998a; 1999; 2001; 2003) as well as an 
important monograph on ballet in the British Music Hall (Carter 2005), In the latter, she 
renders problematic the traditional narrative of the ‘birth of English Ballet’ by 
challenging its chronological parameters and inherent hierarchies (art/culture, repertory 
theatre/commercial theatre, choreographer/performer). Her research constitutes a timely 
re-examination of English Ballet’s indigenous heritage, a broader interpretation of ballet 
modernism and a more complex dialogue on women in ballet.^
Collectively, the work of Garafola, Foster and Carter demonstrates ways in which 
theoretical and methodological developments across a variety of discursive practices can 
be used to construct multiple histories of a single ballet past. It is this ‘rethinking’ of the 
‘already written’ which has prompted me to engage in a parallel line of enquiry into the 
‘how’ of English Ballet history -  a history written, for the most part, before the rise of 
dance as an academic discipline in the UK and before the radical shifts in thinking 
signified by the prefix ‘post’.
At this point, it might be pertinent to position myself in relation to the debate on dance 
history between Richard Ralph (1995) and Janet Adshead-Lansdale (1997) and, in doing 
so, draw attention to two central concerns which underpin my own research 
methodology; the challenge to the status of empirical research and the increasingly 
theoretical (and interdisciplinary) focus of dance scholarship. Ralph’s allegiance to 
empiricism and positivism, “the two central modernist avenues to knowledge” 
(Munslow 2000, p 1) is indicative of a broad divide between historians which reached a 
peak in the 1990s and remains identifiable today. The division has received detailed 
scrutiny in numerous studies (Adshead-Lansdale 1996; Appleby, Hunt & Jacob 1994; 
Callinicos 1995; Evans 1997; Himmelfarb 1995; Jenkins 1995, 1999, 2003a, 2003b; 
Jenkins & Munslow (eds) 2004; Munslow 1997; Southgate 2003; Tosh (ed) 2000), the 
breadth and depth of which are beyond the parameters of this thesis. Instead, I focus on 
the dual meaning of the term ‘archaeology’ as a metaphor for (‘proper’) historical
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practice and, after Foucault (1970; 1972; 1976; 1980), as a cipher for the discursive 
nature of knowledge. Behind this choice of terminology lies a series of disagreements 
surrounding the nature of history as science (‘truth’), as literature (narrative) and as 
theory (discourse).
The archaeology-as-proper-history argument is demonstrated in Ralph’s premise that 
“there can be no valuable interpretation without preliminary and thorough excavation” 
(1995, p 251), and the call for a “concomitant commitment to the basic spadework of 
historical excavation” (p 255). By this means, according to Ralph, (positivist) historians 
have made available the necessary research materials for use by (postpositivist) 
historians-as-academics. As evidence, he cites selected examples of ‘new’ histories 
made possible by a previous generation of dance historians, including Garafola’s 
aforementioned study of the Ballets Russes, Susan Manning’s (1993) study of Mary 
Wigman, and Mark Franko’s (1993) reconstruction of the ‘Baroque body’."
The notion of a ‘two stage’ process of initial historical ‘excavation’ followed by 
academic theorising is worth considering, if only to expose the more fundamental 
distinction between ‘events’ and ‘facts’. In assuming a trajectory from modernist 
‘spadework’ to postmodernist critique, Ralph fails to recognise that ‘new’ historians 
undertake a good deal of ‘spadework’ of their own and, more importantly, that they 
choose to ‘dig’ in different places and, to carry the metaphor further, with different 
‘spades’. His insistence that “it is not part of the intention of this brief essay to enter the 
postpositivist debate” (Ralph 1995, p 250) is, of course, indicative of a positivist 
perspective underpinned by terms such as ‘basic factual data’, ‘documentary evidence’, 
‘solid basis’, ‘basic historical data’, ‘basic spadework’, ‘historical excavation’, etc.^  ^ As 
noted by Adshead-Lansdale in her response (1997), even the term ‘document’ is 
problematic post Foucault, both in terms of what types of materials warrant the title and 
in relation to issues of selectivity and availability. And yet, at no point does Ralph 
acknowledge even the possibility that any of these terms might be problematic.
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Ralph’s inability to see the problems inherent in his own thinking is, perhaps,
symptomatic of a British dance history community closely associated with the history of 
drama, the theatre and literature but largely ignorant of developments in its parent 
discipline - history. For example, 1995 also saw the publication of Hayden White’s 
(1995) response to Arthur Marwick’s article ‘Two Approaches to Historical Study: The 
Metaphysical (including “Postmodernism”) and the Historical’ (Marwick 1995). 
White’s (somewhat scathing) reply provides a more detailed critique of the positivist 
history-as-archaeology model, in particular, the ambiguous relationship between 
‘events’ and ‘facts’:
the events have to be taken as given; they are certainly not constructed by
the historian. It is quite otherwise with ‘facts’. They are constructed: in the
documents attesting to the occurrence of events, by interested parties 
commenting on the events or the documents, and by historians interested in 
giving a true account of what really happened in the past and distinguishing 
it from what may only appear to have happened.
White 1995, p 239
The fundamental post-empiricist challenge, vocalised in the work of a post Lyotard 
generation and succinctly summarised in Arthur Danto’s oft cited definition of ‘facts’ as 
‘events under a description’ (Danto cited in White 1995, p 239), undermines Ralph’s 
‘archaeology’ and the metaphors on which it is constructed. The “solidly established 
ground” which “new critical approaches need to work upon” Ralph’s (1995, p 254) is 
revealed not as ‘the past/events’ as excavated, retrieved or discovered by ‘proper’ 
historians, but as the construction of (some of the) facts, given meaning by the narrative 
context of historical writing.
Ralph’s refusal to question his own practice within the wider discourse of history is 
characteristic of what Adshead-Lansdale identifies as “This British fear of theory” 
(1997, p 63) and of what White sees as an inherent trait of (positivist) historians who 
have
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systematically built into their notion of their discipline hostility or at least a 
blindness to theory and the kind of issues that philosophers have raised about 
the kind of knowledge they have produced since Hegel.
White 1995, p 244
The theory/history debate is continued by Lynn Matluck Brooks (2002) in a much more 
philosophical, but nonetheless positivist argument for a ‘return to meaning’. Brooks 
draws on a range of critical thinking (Gottschalk, Jacques Barzun, Jacques Le Goff, 
Hans Georg Gadamer) to argue for a ‘hermeneutical dialogue’ in which we “hear [the] 
text’s voice and bring it, respectfully, to life in the present” (2002, p 42). Brooks’ 
description of her own research process in which she “tried not to ‘out shout’ the 
documents I encountered with theoretical frameworks or contemporary issues” (2002, p 
48) is, I believe, a useful way of thinking of the dialogue between researcher and 
materials. However, whilst I share her concern that the text should not be allowed to 
disappear from the historical process, and that dance history needs to re-establish its 
hermeneutical focus, her use of Laban Movement Analysis (LMA) as an unproblematic 
paradigm of ‘the return to meaning’ raises at least as many issues as she seeks to resolve. 
In addition, as argued by Foucault (2002), there is no such thing as a return, no going 
back to the way things were, to an ‘innocent’ dance history (or dance scholarship) in 
which systems of movement analysis (to use Brooks’ example), could be considered non 
positioned, a-cultural, value free and, thus, a model for ‘proper’ history. Ultimately, 
Brooks’ argument, like that of Ralph, re-enforces some of the deep divisions between 
positivist and postpositivist dance historians.
2.3 Dance History and Cultural Studies: Integration and Autonomy
In addition to considerations of what it is that historians do (or should be doing) my 
research reflects an understanding of dance as social and cultural production and, thus, 1 
engage fully with the rapid expansion in dance studies over the last decade. The most 
persuasive evidence of this vastly expanded field is a collection of edited texts published 
between 1995 and 2004 (Adshead-Lansdale 1999; Carter 1998b, 2004; Desmond 1997; 
Dils and Albright 2001; Foster 1995a, Foster 1996b; Goellner and Murphy 1995; Morris 
1996). Between them, these volumes comprise over 150 essays and papers by 130
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individual contributors, together with the editorial contributions of nine leading 
American and British scholars.
The contribution of such a substantial body of work, both in developing the field and in 
extending resources for teaching, is substantial. No doubt, the diverse content of these 
anthologies, both as individual publications, and as a collective oeuvre has done much to 
gain recognition for dance within the wider context of the humanities and, in doing so, 
encouraged new levels of interest from a more dynamic student market. Indeed, the 
format of the edited text is now an established part of the culturalisation of dance, a 
necessary means of accommodating the interdisciplinary thrust and, arguably, of 
maximising readership.
Whilst each of the texts has been reviewed within the context of peer review journals 
and dance magazines, I review them as a collective response to the rapid expansion of 
dance studies in the last decade and the complex issues that such a transformation 
inevitably raises. Within this, my aim is to focus on the challenges facing dance history 
and dance historians in responding to the myriad of interested positions signified by the 
umbrella term ‘cultural studies’ and, in doing so, establish a point of reference for my 
own cultural history.
Any representation of a decade of dance scholarship must inevitably be incomplete, 
partial and contentious, however, it is possible to identify dominant theoretical 
influences and disciplinary partnerships. For example, the theoretical and editorial 
cynosure of both Ellen W. Goellner and Jacqueline Shea Murphy’s (1995) Bodies o f  the 
Text: Dance as Theory, Literature as Dance, and Adshead-Lansdale’s (1999) Dancing 
Texts: intertextuality in interpretation reflects the continued influence of literary studies. 
In this, the two volumes share a mutual identity but the nature of the interdisciplinary 
interface is distinct. Goellner and Murphy combine the contributions of literary scholars 
and theorists as well as dance scholars to construct four cross-curricular contexts, 
indicated in the chapter headings; ‘Reading Dance as Text’, ‘Reading Dance in Texts’, 
‘Dance in Theories of Writing’ and ‘Reading Writing About Dance’. Adshead-Lansdale
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develops the semiotic project from ‘text’ to ‘intertext’ in her introduction to ten essays 
which acknowledge, even celebrate, the role of the reader/spectator and the ‘instability’ 
of their texts.
Adshead-Lansdale argues for a concept of ‘reading’ dances which avoids trying to fit 
dance practice to semiotic and poststructuralist theories but examines the capacity of 
such theories to “respond to dance, and to illuminate it” (1999, p. xv). Thus, the starting 
point is dance practice as the means through which theories of intertextuality might be 
explored, in this instance, through a range of work on ballet, modem and contemporary 
dance. In comparison to Goellner and Murphy, Adshead-Lansdale’s text provides a 
tighter theoretical focus, illustrated through a content which, whilst relatively narrow in 
its cultural scope, includes the work of British based choreographers and, thus, expands 
a predominantly American field." What these three editors share is a commitment to 
detailed analysis, not as a means of isolating or stabilising the ‘text’ but as a way of 
opening meaning in an expanded ‘context’.
A cohesive editorial focus is also apparent in Foster’s (1995) Choreographing History 
and Carter’s (2004) Rethinking Dance History which, between them, illustrate the extent 
to which a unified and universal concept of dance history has been dispersed. In a 
narrative history of recent dance scholarship, a pivotal point in this transformation would 
undoubtedly be the ‘Choreographing History’ conference held at the University of 
Califomia/Riverside in February 1992. Hosted by Foster, the conference launched a two 
year project resulting in both Choreographing History and a second edited collection of 
papers Corporealities: Dancing Knowledge, Culture and Power (Foster 1996). These 
two volumes reflect the upsurge in interest in ‘the body’ generally attributed to the 
influence of Foucault and developed as a means of deconstructing the mind/ body 
dualism in relation to movement, and dance."
Foster’s theory of a body that writes, as well as being written upon, is illustrated through 
sixteen papers by historians, anthropologists and literary scholars, covering a wide range 
of bodily practices. These are arranged in five sections under a series of potentially 
disruptive metaphors, synonymous with Foster’s work and subsequently much imitated. 
Of these, ‘Resurrecting Historical Bodies’ and ‘Historians as Bodies in Motion’ are
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indicative of what she sees as the analogous bodily practices of history and 
choreography, a radical conceptual shift with fundamental implications for the 
historian’s epistemological and methodological apparatus.
Foster’s agenda is expanded in Corporealities, by which time she felt able to announce 
that “the fragile suspension bridge that once seemed the lone crossing between mind and 
body now appears as a super-highway” (Foster 1996, p xi). However, whilst theories of 
the body remain a dominant interest, subsequent edited texts suggest that the combined 
challenges of the ‘literary turn’ and ‘the body’ had transformed dance studies into a 
barely recognisable landscape, making any attempt at an editorial focus problematic. 
For example, the title of Gay Morris’s (1996) Moving Words: re-writing dance may 
infer an allegiance to literary studies but the text is, rather, an attempt to provide a cross 
section of the increasingly layered terrain of dance as text, the body and representations 
of gender, dance history, and the impact of cultural studies.
Jane Desmond’s (1997) Meaning in Motion: New Cultural Studies o f Dance is a more 
explicit argument for an interdisciplinary partnership between dance studies and cultural 
studies whilst Carter’s (1998) The Routledge Dance Studies Reader provides a selection 
of previously published research. Ann Dils and Ann Cooper Albright’s (2001) Moving 
History/Dancing Cultures: A Dance History Reader is another example of a diverse 
dance scholarship, in this instance, structured through a series of geographical 
parameters. However, headings such as ‘World Dance Traditions’, ‘America Dancing’ 
and ‘Contemporary Dance: Global Contexts’ expose a number of contentious decisions 
in terms of selection of content, as well as somewhat undermining the historical focus 
implied in the text’s subtitle.
In reviewing these texts, two issues emerge which would seem of particular significance. 
The first is that whilst the hegemony of the white western theatre dance canon has been 
largely deconstructed, the American modem dance tradition is still the most obvious and 
continuous presence. A second concern is the dialogue, both explicit and implicit, on 
the continued relevance of a discrete field of historical enquiry within a cultural studies
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ethos. Both issues have relevance for a study of modem English ballet which seeks to 
integrate historical and cultural analysis.
The most obvious evidence of an American concert dance perspective is Morris’ (1996) 
volume in which two thirds of the papers relate to American dance practice. "  Whilst 
few other editors present such an explicit agenda, the American modem dance canon is 
apparent. For example, Desmond’s (1997) collection includes essays on Duncan, St. 
Denis and Graham (Manning, pp 153-156), American concert dance techniques (Foster, 
pp 235-257) and Yvonne Rainer’s career (Franko, pp 289-303). Carter’s reader includes 
extracts on Cunningham (Cunningham & Lesschaeve, pp 29-34), Rainer (Rainer, p 35), 
dancing for Tudor and Balanchine (Newman, pp 57-65), Martha Graham (Graham, pp 
66-71), performing with Stephen Petronio (Hilton, pp 72-80), American dance criticism 
(Copeland, pp 98-107), Twyla Tharp (Croce, pp 108-112) and Mark Morris (Acocella, 
pp 269-277). The Dils and Albright (2001) anthology contains extracts by most of the 
leading American based dance scholars (Acocella, Banes, Bull, Daly, Desmond, Franko, 
Foster, Jowitt, Manning, Siegel) as well as the editors’ own contributions.
What distinguishes most of this work from previous research is the extent to which the 
canon is revised by deconstmctive strategies drawing on newly acquired theoretical tools 
and methodologies. It is significant, for example, that African American experience is 
well represented and that social dance practices and media representations of dance are 
inc luded .T heoretica l perspectives are wide ranging although the gendered body 
emerges as a dominant focus, allowing for multiple re-readings of canonical figures. It 
is also significant that this revised landscape is one in which ballet is marginalised. 
Thus, on the one hand scholars appear to be rigorously challenging some of the 
fundamental tenets of ‘modem dance’, on the other they continue to maintain the 
ballet/modem dance division on which ‘modem dance’ was initially constmcted.
Whilst new perspectives on ballet are proportionally less well represented, they are 
included in each edited text and, collectively, they reveal some interesting 
characteristics. Continued interest in the Ballets Russes is evident in Michael Moon’s
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study of gay male subjectivity in Schéhérazade (Fokine 1910) and Jack Smith’s film 
Flaming Creatures (1963), and Gaylyn Studlar’s ‘Douglas Fairbanks: Thief of the 
Ballets Russes’ (both in Goellner & Murphy 1995, pp 57-78 and 107-124 respectively), 
Sally Bowden’s intertextual analysis of Petrouchka (Fokine 1911) (in Adshead-Lansdale 
1999, pp 26-53) and Nancy Reynold’s essay on Diaghilev and Lincoln Kirstein (in Dils 
& Albright 2001, pp 323-331). Studies such as these are evidence that ballet is not 
closed to theoretical developments in dance scholarship and, as such, make an important 
contribution to the re-interpretation of modemity and dance modernism.
Outside the Ballets Russes, the genre is represented by Gwen Bergner and Nicole Plett’s 
Freudian analysis of Coppélia (Saint-Léon 1870) (in Morris 1996, pp 159-179), Ann 
Daly’s ‘Classical Ballet: A Discourse of Difference’ and Evan Alderson’s ‘Ballet as 
Ideology: Giselle, Act 2’ (both in Desmond 1997, pp 111-119 and 121-132 
respectively)." Cynthia Jean Cohen Bull’s aforementioned study of dominant modes of 
perception across three dance cultures (ballet, contact improvisation and Traditional 
Ghanaian Dance) is a rare example of research across generic boundaries.
The texts edited by Carter (1998) and Adshead-Lansdale (1999) are important in 
providing a British perspective and in integrating recent research on ballet. For 
example. Carter includes Annabel Faijeon’s recollections ‘Choreographers: dancing for 
de Valois and Ashton’ (pp 23-28), Barbara Newman’s (1998) interview with American 
ballet dancers (pp 57-65) and Alastair Macaulay’s review of Ashton’s Symphonic 
Variations (1946) revived for American Ballet Theatre (pp 113-118)." Adshead- 
Lansdale’s volume is significant in providing a theoretical basis for the opening of ballet 
texts to multiple readings, exemplified in Sally Bowden’s aforementioned study of 
Petrouchka and Jennifer Jackson’s paper on William Forsythe’s Steptext (1984) (pp 104- 
129). At the same time, intertextual analysis provides a means of dismpting genre 
boundaries, including the ballet/modem dance divide.
If the status of ballet in a dance-as-culture ethos is ambiguous, the status of history is 
equally contentious. Indeed, the dual impact of the deconstmction of ‘dance’ and the
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‘end of [modernist] history’ pose serious problems for anyone choosing to call 
themselves a dance historian. Nonetheless, dance histories are still being written and 
still recognised as such, a reminder that, in practice, discourse is always constrained by 
systems of conventions, albeit the conventions of dance scholarship after 
poststructuralism and the postmodern condition.
Rethinking and relocating dance history is the focus of chapters by Amy Koritz (1996) 
and Norman Bryson (1997) as well as Carter’s introduction to Rethinking Dance History 
(2004)." Koritz and Bryson both present persuasive arguments for an integrated dance 
history, one which locates it within the wider context of cultural studies. Koritz, 
Assistant Professor of English and Co-director of the Program in Cultural Studies at 
Tulane University, identifies “a tension between commitments to the conceptual tools of 
other disciplines ... and the specificity of dance as a unique form of human activity that 
seems to demand its own analytical tools” (Koritz 1996, p 89). Nonetheless, she pursues 
an argument for integration, partly on the basis that disciplinary divisions were always 
modernist constructs which served historical and institutional needs, and partly in 
recognition that “history does not naturally occur in disciplinary segments” (Koritz 
1996, p 98).
Koritz’s discussion includes a clear critique of theories of the body in which she argues
the obsession with the body to the exclusion of dance is perhaps 
symptomatic of a failure to think beyond the binary opposition between body 
and mind that seems to hold out the body as the realm where the problems of 
the mind take on a concrete form that removes them fi'om the stigma of 
scholarly abstraction.
Koritz 1996, p 91
From this perspective, Koritz sees an important function for dance historians in “keeping 
cultural studies honest in its invocations of the body” (Koritz 1996, p 91). She also 
condemns the continued use of the label ‘dance history’ for work which destabilises 
traditional boundaries as a misguided attempt to change fi’om within, a strategy akin to
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the ‘Trojan Horse’ which “may also indicate a fear of rejection unless one’s work 
conforms at least superficially to disciplinary expectations” (Koritz 1996, p 98).
Norman Bryson, Professor of Fine Arts at Harvard University, offers a more personal 
perspective on the reconceptualising of dance history following the impact of Foucault 
and the expansion of gender studies in the 1980s. For him, the rise of interest in the 
body, embodiment, sexual identity and gender representation have released 
unprecedented potential for dance historians “who were surreptitiously absorbing the 
same intellectual influences that were having such an impact on their colleagues in 
comparative literature or art history” (Bryson 1997, p. 57). Referring to the 
‘Choreographing History’ conference in 1992, Bryson concludes that “in such a context, 
the object of history can no longer be assumed as given. It may no longer be “danee” 
(1997, p 57). I would want to add that it may no longer be ‘history’ either. Whilst 
Bryson’s argues for the potential gains in drawing on other fields of research, he makes 
no mention of another crucial ‘partner’ in this interdisciplinary enterprise; history. In 
this respect, both Koritz and Bryson ignore the implications of re-presenting the past, 
drawing on cultural studies to extend ‘dance’ but doing little to challenge the empirical 
tradition.
The example is, I would argue, symptomatic of a wider issue in a lack of dialogue 
between ‘new’ cultural dance histories and recent developments within the discipline of 
history. On one level, the term ‘cultural history’ is redundant if employing a 
postpositivist, postmodernist concept of history. Thus, in response to Koritz I would 
suggest that dance history is capable of moving boundaries from ‘within’ even as it 
embraces a cultural ethos and that, from a postpositivist perspective, the label ‘dance 
history’ has as much potential for a paradigm shift as ‘cultural studies’.
These and other issues are addressed, to some extent, in Carter’s introduction to 
Rethinking Dance History in which she begins by asking “what are the different 
interpretations of what constitutes the ‘historical’ study of dance?” (Carter 2004, p 1). 
In shifting the question from what dance historians should study (culture) to what makes
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any such study ‘historical’, Carter re-establishes the historiographic dimension lacking 
in the general cultural studies ethos.
Accepting Koritz’s observation that “history does not occur naturally in disciplinary 
segments” (Koritz cited in Carter 2004, p i ) .  Carter, nonetheless, recognises that dance 
history can still be approached as a discrete field, offering an autonomy-aW-integration 
perspective which acknowledges both the reality of dance history curricula and the 
diversity of current scholarship. Observing that “methodological approaches may be so 
diverse that the notion of a special, historical perspective becomes slender indeed” 
(Carter 2004, p 2) she includes an extended footnote to suggest that “In the United 
Kingdom, the concept of dance history is arguably tighter than in the United States” ( p 
7). The study of ballet history has, I would argue, played an important role in fashioning 
that concept.
In outlining her criteria for the selection of content. Carter simultaneously provides an 
argument for the maintaining of a recognisable, although not diserete, field of danee 
history. Since this constitutes one of the few published attempts to characterise the field 
in its twenty first century context, I quote it in full:
dance has a history which is worthy of study in order to enhance 
knowledge and understanding of both the past and present;
there are readers who are located in pedagogical contexts or 
‘learning’ situations wherein, currently, there is a focus on the 
historical development of theatre dance;
there are researchers/writers who are adopting new approaches and 
developing new subject matter;
there is a macro discipline of history which provides skills, methods 
and concepts.
Carter 2004, p 2
Thus, Carter offers an expanded but still meaningful characterisation which underpins 
the collection of essays on dance and the historiographic process. This includes Lena
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Hammergren’s methodological foray into ‘multiple personas’ (pp 20-31), Helen 
Thomas’ discussion of dance as embodied textual practice (pp 32-45) and Marion Kant’s 
review of issues in researching dance under the Nazi regime (pp 107-118). The ‘how’ of 
history is also the subject of Linda J. Tomko’s challenge to Foucault within a revisionist 
history of the ‘pioneers’ of American Modem Dance (pp 80-93).
In terms of subject scope, Carter’s collection extends the study of British theatre dance 
to include two traditionally marginalised contexts: her own chapter on ballet in the 
Music Hall (pp 69-79)^® and Larraine Nicholas’ history of a neglected British modem 
dance culture which preceded the arrival of Martha Graham (pp 119-131). Ramsay 
Burt’s study of Katherine Dunham’s performances in London and Paris (pp 94-106) and 
Ananya Chatterjee’s ‘Contestations: Constructing a Historical Narrative for Odissi’ (pp 
143-156) extend the volume’s cultural dimensions, although the collection does not 
reflect the diversity of, for example, Dils and Albright’s volume. Such observations are 
a reminder of the inevitable incompleteness of all dance histories, emphasising the 
personal choices made by editors in choosing content and by scholars, like myself, in 
evaluating their decisions.
2.4 English Ballet: A Historical Tradition
Whilst a review of the extant literature on dance and ballet history has been an essential 
part of my research process, it is work on the specific context of English ballet that has 
enabled me to identify my own subject parameters. In this respect, decisions regarding 
the content of this thesis have been made problematic by the relative absence of what 
might be recognised as scholarship. Despite a general perception that the subject is well 
established, the last twenty years have seen very few additions to a body of work which 
predates the development of dance studies as an academic discipline. In the last decade, 
the most significant challenge to modernist historians of English ballet has come, not 
from academia, but from a series of biographies and autobiographies which have 
challenged the protected space between professional career and private life. These 
include Julie Kavanagh’s (1996) Secret Muses: The Life o f  Frederick Ashton which
Chapter 2: Dance, History and Culture 46
offers a very different Ashton story from that established by David Vaughan in his 1977 
study Frederick Ashton and His Ballets. Similarly, Meredith Daneman’s (2004) 
biography of Margot Fonteyn has disrupted a long standing and influential narrative of 
the quintessential English ballerina/^
The year 1996 saw a revival of interest in English ballet history as reflected in a number 
of important publications. In addition to Kavanagh’s much publicised Ashton 
biography, Diana Menuhin’s (1996) memoirs and Carol Easton’s (1996) biography of 
Agnes de Mille both extended the archive on the early years of Marie Rambert’s school 
and company. The American scholar Beth Germé (1996) produced a study of de Valois’ 
early choreographic career based on a ballet she created for Rambert’s Ballet Club, Bar 
awe Folies-Bergère (1934). Published by the Society of Dance History Scholars as part 
of the Studies in Dance History series, the text remains one of the few recent examples 
of American recognition for English ballet history.
Another significant development was the publication of the eagerly awaited proceedings 
from the Ashton conference hosted by Roehampton Institute in November 1994. Both 
the conference and the collected papers in Following Sir Fred’s Steps: Ashton’s Legacy 
(Jordan & Grau (eds) 1996) were evidence of a continuing passion for the study of 
English ballet. Perhaps more importantly, the event signalled the interdisciplinary 
potential of a field which was in serious jeopardy from a number of developments, most 
notably, the modem dance models preferred by dance educationalists and dance 
academia’s increasing preoccupation with postmodern and poststmcturalist theory. For 
those of us with an interest in new perspectives on ballet, the majority of the conference 
papers failed to move beyond traditional boundaries. Nonetheless, contributions by 
Geraldine Morris, Stephanie Jordan, Adrian Grater and others demonstrated the rigour of 
formalist models of dance analysis whilst Alastair Macaulay’s paper (pp 115-126) 
attempted to move Ashton studies beyond debates on genre and style and into the socio­
cultural arena.^^
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The impetus gained from the Ashton Conference was taken up again in 1997 when 
Roehampton hosted a second conference, Preservation Politics: Dance Revived, 
Reconstructed, Remade which had a much wider remit. Both the conference and 
published papers (Jordan (ed) 2000) were evidence that the British dance scholarship 
community were drawing on developments in other disciplines and beginning to push 
the boundaries set by an earlier generation. In terms of ballet history, Ramsay Burt’s 
paper on a relatively obscure work. Skating Rink (Borlin 1922) (pp 21-30), produced for 
Rolf de Mare’s Ballets Suédois, provided an early challenge to the hegemony of the 
Ballets Russes. Similarly, my own paper ‘After the Event: Reconstructing Ashton’s 
Past’ (pp 41-51) was one of the first studies to consider the impact of postpositivist 
challenges to the English ballet linear narrative.
Since 1997, there have been a number of other encouraging developments. Beth Genné 
(2000) has written on the formation of the classical ballet canon in early British ballet, 
identifying a complex relationship with the historical moment and a network of co­
constructors (Beaumont, de Valois, Haskell, Constance Lambert, Anna Pavlova, Marie 
Rambert, Nicolai Sergeuyev). Karen Eliot has published a series of papers on English 
ballet, including ‘Marking Time: The British Danseur and the Second World War’ (Eliot 
2005) and ‘Starved for Beauty: British Ballet and Public Morale During the Second 
World War’ (Eliot 2008). In both essays, Eliot challenges the traditional mythology of 
the war years as a boon to English ballet, arguing that audience expectations and 
standards of dancing (particularly male dancing) were lowered for decades as a result. 
Eliot’s first monograph. Dancing Lives: Five Female Dancers from the Ballet d ’Action 
to Merce Cunningham (Eliot 2007), contains studies of Tamara Karsavina and Moira 
Shearer, both influential in the establishing of a national English ballet culture.
Carla Stalling Huntington (2003) has written on the economics of ballet in London 
1932-1942, with particular focus on the crucial relationship between Ninette de Valois, 
Lydia Lopokova and John Maynard Keynes. At the same conference, Geraldine Morris 
presented a paper on the development of an English dancing style, drawing on Bourdieu 
to extend the ‘field’ beyond the work of teachers and pedagogues.^^ Elsewhere, Victoria
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O ‘Brien (2005a; 2005b) has published detailed research on de Valois’ work at the 
Abbey School of Ballet in Dublin, work which has been minimised in standard ballet 
histories?'^
Collectively, the above contributions signal a revival of interest in English (and British) 
ballet history within the current theoretical, cultural and critical academic climate. 
Whilst none of the above examples reflect an explicit postfeminist agenda they offer an 
implicit response to the feminist critique of ballet which characterised the late 1980s and 
early 1990s. As part of this counter challenge, I revisit gender relations as a much more 
diffuse system of power and, drawing on Bourdieu, re-examine the interaction between 
the individual subject and the social world. This includes the potential to re-instale 
women in ballet as both producers and reproducers of meaning, hence, my use of 
‘matriarchy’ and the ‘maternal muse’ as metaphors for English ballet culture in the 
interwar years.
It is important to recognise that a number of dance scholars (Gay Morris 2001; Gay 
Morris 2003; Geraldine Morris 2006; Thomas 2003) have begun to explore the 
application of Bourdieu’s work. For example, the central concepts of ‘field’ and habitus 
are taken up in Gay Morris’ (2006) A Game for Dancers: Performing Modernism in the 
Postwar Years, 1945-1960, an analysis of American theatre dance in which “competition 
for position within the field is a key element” (Morris 2006, p xiii). However, whilst 
Morris’ text provides new insights into the challenges of redefining American dance 
modernism in a postwar era, there is little theoretical development of the titular ‘game’ 
and even less recognition of the increasingly critical debate surrounding Bourdieu’s 
work. In addition, Morris’ research tends to illustrate the relinquishing of “the politics 
of representation” (Hutcheon 1989, p 62) in favour of a cultural studies remit. In my 
own research, the aim is to address these issues by working more closely, and more 
reflexively, with the conceptual tools which Bourdieu provides and by constructing a 
more integrated, tripartite dance/culture/history methodology. As I consider in the next 
chapter, the process begins with the reconstruction of English ballet as a cultural field
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with a clearly identifiable organisational structure, a broad set of recognisable practices 
and an increasingly diverse range of agent ‘positions’.
2.5 Notes
5
7
For a comprehensive bibliography of Beaumont’s contribution see Kathrine 
Sorley Walker’s recently published Cyril W. Beaumont: Dance Writer and 
Publisher (Walker 2006)
Many of Haskell’s ideas were subsequently taken up in a body of work which 
followed: for example, Audrey Williamson’s Contemporary Ballet (1946^ and 
Ballet o f 3 Decades (1958j; Femau Hall’s Modern English Ballet: An 
Interpretation (1950); Peter Noble’s anthology British Ballet (1949) and Peter 
Brinson’s edited volume The Ballet in Britain: Eight Oxford Lectures (1962).
I am indebted to Randal Johnson’s lucid introduction to his translation of 
Bourdieu’s original text (Bourdieu 1993). Other sources which have informed 
this and subsequent chapters are Richard Nice’s translation of The Logic o f  
Practice (Bourdieu 1990), Richard Jenkins’study Pierre Bourdieu in its revised 
edition (Jenkins 2002), Richard Shusterman’s philosophical perspective in 
Bourdieu: A Critical Reader (Shusterman (ed) 1999), Jeff Browitt’s chapter in 
Practising Theory: Pierre Bourdieu and the Field o f  Cultural Production 
(Browitt & Nelson (eds) 2004) and David Swartz’s study Culture & Power: The 
Sociology o f Pierre Bourdieu (Swartz 1997).
I undertake this kind of market analysis in Chapter 4.
This issue was highlighted by the publication of Carol Lee’s (2002) Ballet in 
Western Culture: A History o f  Origins and Evolution in which she continues, 
rather than challenges, the positivist, linear, meta-narrative of western theatre 
dance.
The dates overlap rather than provide a precise parallel. The Ballets Russes 
operated fi*om 1909-1929, within which Garafola separates the postwar period of 
the 1920s as a distinct phase. Thus, the latter period of her study overlaps with 
the first decade of my own.
I acknowledge that the theoretical tools provided by Foucault, Bourdieu and 
others which inform my own research were not as readily available to Garafola 
in 1989. However, the issue is a more fiindamental debate on the relationship 
between history and theory which I address later in the chapter.
It is worth noting that Foster actually dedicates her text to her doctoral 
supervisor, Hayden White.
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I consider Carter’s challenge more fully in Chapter 6.
Ralph appears ignorant of Foucault’s use o f ‘archaeology’ to signify a paradigm 
shift in how we understand knowledge.
In relation to Manning’s study, Ralph’s argument that the groundwork had 
already been done is somewhat untenable. Apart from anything else, access to 
primary materials relating to the Third Reich has only recently become available. 
As a result. Manning is able to expose the unreliability of any previous ‘proper’ 
histories of Wigman and her work.
In fact, the statement follows what is clearly an engagement with the debate in 
the context of theatre history in which Ralph defends the ‘solid foundation’ of 
scholars such as E.K. Chambers, Allardyce Nicoll and Glynne Wickham against 
the postpositivist challenge of Bruce A. Mconachie.
This includes Sophia Preston on Siobhan Davies’ Bridge the Distance (pp 54- 
82), Deveril Garraghan on Ian Spink’s Heaven Ablaze in his Breast (pp 148- 
176), Libby Worth on Rosemary Butcher’s 3d (pp 177-207) and Sherri 1 Dodds 
on the work of Lea Anderson (pp 208-230).
Foster’s introduction to Choreographing History provides a detailed overview of 
the historical development of theories of the body. However, whilst she draws 
significantly on Foucault’s discursive body, she makes no mention of Bourdieu’s 
theory of a body which generates ideas through practice, an omission which 
seems at odds with the intellectual rigour of her research.
The text includes; Marcia Siegel on Paul Taylor’s Speaking in Tongues (pp 29- 
42); Mark Franko on Paul Sansanardo and Donya Feuer’s Laughter After All (pp 
43-62); Amy Koritz on Martha Graham and Eugene O’Neill (pp 88-103);
Thomas de Frantz on African American male dance performance (pp 107-120); 
Leslie Satin on the 1993 revival of Meredith Monk’s Education o f a Girlchild 
(pp 121-140); Morris’ own paper on Mark Morris’ Dido and Aeneas and The 
Hard Nut (pp 141-158); Susan Manning on American minstrelsy (pp 183-202); 
Judy Bums on American Delsartism (pp 203-226); Miwa Nagura on American 
and Japanese dance critics on Cunningham’s work (pp 270-287); June Adler Vail 
on Balkan dance performance in Maine (pp 306-319); Carol Martin’s essay on 
‘h i ^ ’ and ‘low’ cultural divides in American dance criticism of the mid 1990s. 
(pp 320-333).
For example. Gay Morris’ (1996) collection includes Thomas DeFrantz’s chapter 
‘Simmering Passivity: The Black Male Body in Concert Dance (pp 107-120), a 
version of which is also included in Dils & Albright (2001, pp 342-349), and 
Susan Manning’s study of American minstrelsy (pp 183-202); Desmond (1997) 
includes Ann Cooper Albright on Blondell Cummings (pp 179-205), Anna 
Beatrice Scott on spectacle in African cultural practice (pp 259-268) and Cynthia
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Jean Cohen Bull’s study across ballet, contact improvisation and traditional 
Ghanaian dance (pp 269-287); African American dance culture is represented in 
Carter’s (1998) reader (Malone, pp 230-235) and forms part of Dils and 
Albright’s (2001) sections on ’America Dancing’ (Winter, pp 250-255; 
Gottschild, pp 332-341; DeFrantz (as above) and ‘Contemporary Dance: Global 
Contexts (Albright, pp 439-454).
Research on social dance practice includes Barbara Browning’s study of the 
Samba and J. Ellen Gainor’s study of ballroom dance on the theatrical stage 
(both in Goellner and Shea Murphy (eds) 1995, pp 39-56 and 125-138); Kate 
Ramsey on Vodou ritual dance in mid twentieth-century Haiti (in Morris (1996), 
pp 345-378); Susan Kozel on the virtual body and Theresa Buckland on dance 
and music video (both in Carter (1998), pp 81-88 and 278-287). The most 
extended representation of social dance practices is found in Dils and Albright’s 
volume, in particular Parts II and IV which include extracts on trance ritual, the 
native American powwow, belly dancing, Capoeira, Hopi ritual drama, Korean 
folk dance. Baroque dance, indigenous dance in the Philippines, contact 
improvisation and disco, and dance and technology.
Given that both Daly’s and Alderson’s papers were originally published in 
1987/88, Desmond’s decision to include them in a ‘New Cultural Studies of 
Dance’ seems contentious.
Carter continues to give significance to ballet in her subsequent (2004) edited 
collection Rethinking Dance History.
Koritz’s chapter is included in Gay Morris’ (1996) edited volume (pp 88-103); 
Bryson’s essay forms part of Desmond’s (1997) volume (pp 55-77).
Carter’s chapter combines historical research, and literary imagination in the 
form of an invented diary entry by ‘Cara Tranders’, ballet girl at the Empire 
Palace of Varieties, 1892-99. Carter intersperses diary entries with quotations 
from poets, novelists, lyricists, critics and historians to form a multi-vocal 
representation of the Music Hall ballet girl. The chapter is a useful example of 
postmodern methodologies employed in the absence of traditional forms of 
historical evidence. In some respects there is a parallel to be drawn with the 
thousands of unnamed and unknown local ballet teachers.
More recently, the exhibition ‘Dancing through the war’ at the Cabinet War 
Rooms/Churchill Museum (March/April 2007) included a series of recently 
acquired and highly intimate love letters from Margot Fonteyn to the artist 
Patrick Furse.
Morris’ paper ‘The Bourré: a Myriad of Uses’ (pp 14-21), Jordan’s study of 
music/dance relationships in^f Month in the Country (pp 47-54) and Adrian 
Grater’s analysis o f ‘the Fred Step’ (pp 92-100) all demonstrated the advantages
23
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of in depth score analysis. Macaulay’s contribution ‘Gender, Sexuality, 
Community’ was a significant break with tradition in relating Ashton’s private 
life and public work.
Whilst Geraldine Morris does not draw on Bourdieu in any detail, I am indebted 
to her discussion of English ballet as a cultural field and, in particular, her 
emphasis on the role of Cyril Beaumont and Philip Richardson which I revisit in 
Chapter 5.
There are exceptions to this neglect, the most obvious being Walker’s (1985) 
article on de Valois’ work in repertory theatre in England and Dublin between 
1925-1934.
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Chapter 3: The Field of English Ballet
3.1 Introduction
With Bourdieu’s key concepts in mind, the aim of this chapter is to delineate ballet as a 
field of cultural production constituting “the product and prize of a permanent conflict” 
(Bourdieu 1993, p 34). It is worth noting that, for Bourdieu, the conflict which 
characterises a given field, and distinguishes it from others, operates across several 
levels. One level involves competition for the resources (material and non material), 
which define the field. In relation to ballet, control of the student and teacher markets, 
competition for the best venues, choreographers and dancers might be seen as examples. 
In cultural fields, the more sought after ‘goods’ are symbolic, succinctly summarised by 
Randal Johnson as “the authority inherent in recognition, consecration and prestige” 
(Johnson in Bourdieu 1993, p 6). Whether material or symbolic, access to resources 
necessitates continuous social manoeuvring; individuals and organisations seek to 
“defend or improve their positions” through acts of “position-taking” (Bourdieu 1993, p 
30).
On another level, Bourdieu’s fundamental site of struggle is the tension between what he 
defines as two oppositional “principles of hierarchization”: the “heteronomous 
principle” which responds to external demands and is associated with the bourgeois, the 
popular and the commercially successful, and the “autonomous principle” reflected in 
the principle of ‘art for art’s sake’ (Bourdieu 1993, p 40)’. The significance (and 
inherent problems) of this underlying binary in a period which saw the rise of mass 
media and popular entertainment, as well as the financial crisis of the 1930s, is 
considered in Chapter 4.
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It would not be difficult to anticipate a potential application of “the field of struggles” 
(Bourdieu 1993, p 30) to ballet, even within the parameters of my own experience. The 
daily battle for control and embodiment of ballet technique in the studio, the kudos of an 
examination certificate, favourable press reviews for a school show, an invitation to a 
first night performance, would all seem potential ‘prizes’. Titles such as ‘master class’, 
‘senior student’, ‘junior ballet mistress’, ‘principal dancer’, ‘resident choreographer’ all 
indicate hierarchical positions; the Royal Academy of Dance, Royal Ballet School and 
Royal Ballet are perhaps the ultimate signifiers of recognition and prestige. On a much 
more basic but no less significant level, the label ‘ballet’ is, in and of itself, a site of 
struggle and a contested boundary which is always at stake.
Neither personal experience nor random ehoice can match the structural logic of 
Bourdieu’s sociology. In order to explore further, it is necessary to give visible structure 
to ‘ballet’ in a way which can accommodate the complex internal relations (the 
‘positions’ and ‘position-takings’) of which Bourdieu (1993, p 34) speaks. Such a 
broad set of power relations might provide opportunities for identifying and 
subsequently addressing my central concerns: the means by which English ballet gained 
increased professional and national recognition from the 1920s onwards; the sorts of 
positions available to women in ballet and the extent to which they created their own 
roles; and who was and was not able to recognise, consecrate and legitimise ‘English 
ballet’.
In order to delineate ‘ballet’ as a field of study I begin with a conceptual model of 
contexts in and across which ballet practice operates. In Bourdieu’s terms, these 
contexts represent the possibility of ‘positions’ which make up the field. The model is 
represented diagrammatically in Table 1 (p 55) and shows five main sites of production; 
schools, teaching associations, companies, theatre and performance, publications and 
media. Each of these sites ofifers the possibility o f different positions of agency (e.g. 
examiner, teacher, student, parent, performer, company director, theatre manager, critic, 
publisher, etc.). The location of schools at the centre o f the diagram is strategic, 
indicating that all other sites are, to a considerable extent, reliant on the teaching and
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learning of ballet. Without schools, the teaching associations would have nothing to 
regulate. Without trained dancers there could be no ballet companies, no theatrical 
performance of ballet and nothing to write about. From this perspective, teaching and 
pedagogy is central rather than peripheral. This is not to deny the existence or influence 
of the various ballet companies operating in the 1920s and 1930s but to rethink the 
hierarchical organisation of English ballet.
The vertical axis comprising the teaching association, the ballet school and the ballet 
eompany provides a tripartite institutional structure to which a wide range of ‘agents’ 
could be assigned. Some researeh materials did not, however, fall readily into any of 
these three categories but addressed wider issues of philosophical, educational or 
pedagogical focus which were not necessarily context specific. Of equal importance, it 
seemed appropriate, given my interest in an expanded notion of ballet production, to 
view the act of representing ballet through a wide range of media, as another ‘site’.
Similarly, it was clear early on in the researeh process that neither schools, teaching 
associations nor companies eonstituted, in themselves, a theatre art form, although all 
three types of organisations performed ballet in the theatre. Adding the ‘Theatre and 
Performance’ site provided the necessary spaee for all aspects of theatrical ballet 
performanee by individuals and organisations. The ‘Publieations and Media’ site 
represents a vast array of written and visual ‘traces’ of ballet performance, including the 
souree materials used throughout this thesis. The diagram makes visible the problematic 
issue of where the ballet ‘work of art’ resides, an issue to which I return later in this 
thesis. At this point it is suffieient, perhaps, to emphasise that Bourdieu’s ‘field of 
cultural production’ is, first and foremost, a systematic attempt to dislodge the artistic 
product from the realms of individual creativity and romantic ideology.* My model is 
intended to provoke a parallel relocation of the (ballet) canon and its related dance 
history paradigm.
Eaeh of the five sites is semi-autonomous, indieated by the box in whieh it is enclosed. 
Individual teaching associations, schools and companies operate as miero-eultures with
Chapter 3: Tlie Field o f Englisli Bailet 57
their own codes, hierarchies and boundaries. At the same time, all sites are inter-related 
by shared interests, shared agents and, in some cases, financial inter-dependence. The 
myriad of potential inter-relationships can only be imagined but some would seem 
obvious. Teaching associations are reliant on a growing number of teachers made 
possible by an increasing student market. The dance press are reliant on a growing 
readership and advertising revenue from across the other four sites. Ballet companies 
rely on teachers from schools across England (and elsewhere) to provide them with 
dancers and an educated audience. Teachers need the theatrical performance of ballet, 
and its coverage in the media (including the new media of film and television), to 
encourage more children to take ballet classes.
Each site is further identified by the range of its available positions of agency, examples 
of which are included in the model (e.g. teacher, student, parent, examiner, dancer, 
company director, theatre manager, critic, publisher, etc.). These examples are not 
intended as exhaustive but demonstrate a range of professional roles well beyond the 
immediate agency of dancer, choreographer and teacher. The nature and range of posts 
is a significant feature of the field and worth highlighting. There is, for example, an 
important distinction between posts which are inherited from decades, if not centuries of 
ballet tradition, and those arising as a result of twentieth century developments. The 
dancer, choreographer, composer, librettist, scenic designer, theatre director and teacher 
are all familiar roles traceable within, for example, contemporary criticism of French 
Romantic Ballet in Imperial Russia from the 1870s.^ The same roles are also defined 
within ballet production in the Victorian Music Hall Ballet, the Ballets Russes and 
English ballet of the 1920s and 1930s. This is not to imply that the roles are identical; 
the nature of any position is influenced by historical and cultural context as well as the 
individual habitus of its occupant.
In the early twentieth century new roles were created in the field as part of the 
modernisation and commercialisation of ballet. The emergence of ballet companies, set 
up by individuals and run as commercial enterprises is, perhaps, the defining 
characteristic of modem ballet. The ballet company founder/director, as opposed to the
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ballet master employed by the state-owned opera houses of Copenhagen, Paris, Milan, 
Moscow, St Petersburg, Vienna and elsewhere, was a ‘free agent’ able to exert an 
unprecedented level of influence on ballet production. The impact of this change is 
exemplified in the legendary status of Diaghilev and the Ballets Russes but the wider 
implications have received less attention. Similarly, the emergence of increasingly 
organised teaching associations and the creation of a variety of related new roles have 
escaped notice. And yet, following Bourdieu’s framework, each newly created position
determines a displacement of the whole structure and ...by the logic of 
action and reaction ... leads to all sorts of changes in the position-takings of 
the occupants of other positions.
Bourdieu 1993, p 58
From this perspective, the appointment of Adeline Genée, the Danish ballerina of the 
Empire Theatre, as the first President of the Royal Academy of Dancing is of 
considerable significance, as are the company founder/director roles created by Marie 
Rambert and Ninette de Valois. These and other examples are pursued in subsequent 
chapters as part of a wider, discursive analysis of the gendering of positions and 
positioning.
Choosing to identify schools as the central site of production is strategic (and 
contentious), suggesting that all other sites are in some way reliant on ballet training. It 
seems obvious to conclude that without the practices of ballet teachers and their students 
the teaching associations have nothing to regulate. Without trained dancers emerging 
from the school system, there can be no ballet companies, no theatrical performance of 
ballet and nothing to film, televise or write about. The ‘life cycle’ of ballet production 
begins with the training of the dancer rather than the choreographic process. It is, of 
course, equally possible to argue the reverse; that without the performance of ballet in 
the theatre and its reproduction through the media there would be no reason to train 
dancers. The diagram could accommodate this perspective by relabeling the sites. 
However, it is not my intention to pursue a ‘chicken and egg’ existential line of enquiry 
but to rethink the hierarchical organisation of the field, and in doing so, provide an 
interlinked structural and interpretative space for the ‘mothering of English ballet’.
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A second outcome of my initial research process is a chronology of selected events 
within the ballet field, organised in relation to the five-site model discussed above. The 
material is presented in Appendix A. As can be seen, selected events are deliberately 
organised under the five context-related categories in the following order: schools, 
teaching associations, companies, theatre and performance, publications and media. 
Within each category, events are listed in chronological order by year date. The result is 
a broader cross section of events than can be found in the standard English ballet 
literature, with greater emphasis on the teaching sector. Rather than provide an 
exhaustive chronology of the period, the document illustrates the application of my 
analytical model and acts as a starting point for the historical narratives in subsequent 
chapters (4-8). The inevitable selectivity of sources and events, and the significance of 
the organisational framework, are issues which I address later in this chapter, however, 
before doing so I develop a working topology of the English ballet field, 1920-1939.
3.2 Reconstructing the Field: A Topology
Schools and Training
An inclusive interpretation of the category ‘schools’ might include local dancing 
schools, teaching delivered in the context of private girls’ schools, professional dance 
studios, vocational (residential) schools and dance company schools. In relation to the 
local dancing school, the dance/ballet distinction becomes particularly problematic, if 
not entirely inappropriate, particularly in the 1920s. Such schools met the needs of a 
diverse market by offering ‘operatic dancing’ (meaning ballet) as one of several options, 
in most cases, as an addition to the main source of income, ballroom dancing. Neither 
was the school of dancing restricted to dance; singing, elocution, fencing and music 
lessons were a traditional part of the provision. There were, of course, exceptions some 
of which are included in Appendix A. These include the private studios of Russian 
teachers such as Serafine Astafieva (1915), Enrico Cecchetti (1920) and Nicolas Legat 
(1926) which offered Russian ballet training and maintained strong links with 
professional companies including Diaghilev’s Ballets Russes. Similarly, the schools set
Chapter 3: H ie Field o f  Englisii Ballet 60
up by Marie Rambert and Ninette de Valois were exceptional in having a specific focus 
on ballet. Despite this, none of these schools advertised themselves as ‘schools of 
ballet’; Astafieva used the term ‘Russian School of Dancing’, Cecchetti ‘School of 
Theatrical Dancing’, Rambert ‘School of Dancing’ and De Valois ‘Academy of 
Choreographic Art’.
In Appendix A, the local dancing school is represented by the inclusion of schools 
opened by Noreen Bush (1914), Irene Hammond (1917), Grace Cone (1919), Olive 
Ripman ((1922), Ruby Ginner (1923), Phyllis Bedells (1925) and others. The first 
vocational schools are also included; Elmhurst Ballet School (1923), Bush Davies 
Schools (1939) and the Arts Educational Schools (1939).^ The school context offers a 
miniature network of power relations; technical, artistic, educational and social. At the 
same time, the autonomy of the ballet school was increasingly challenged by allegiance 
to one or more of the teaching associations. Teachers who ran their own schools were, 
in theory at least, free to design their own curricula and devise their own assessment 
mechanisms. Dancing schools had operated in this way for decades if not centuries. 
However, allowing anyone to teach anything had serious implications for standards of 
teaching, the economics of the teaching market and the credibility of the profession. 
For these reasons, the work of the ballet teacher underwent a fundamental 
transformation. The teacher was required to undergo training and gain qualifications. 
Her classes were dominated by the need to deliver a highly codified syllabus and present 
pupils for examination. The success of her students in these examinations was to 
become a key marketing tool and a deciding factor in the success of the school.
Available positions in the context of the ballet school include teacher and student but 
also parent and family members who provide financial and other means of support. The 
increased organisation of ballet teaching also initiated a higher level of administrative 
and clerical staffing, providing another area of employment for women and extending 
school personnel beyond the immediate needs of studio teaching.
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Teaching Associations
As shown in Appendix A, nineteen different dance teaching associations were created 
during the period 1920-1939, beginning with the British Association of Teachers of 
Dancing, founded in 1892, and ending with the formation of the British Ballet 
Organization and the International Dancing Masters’ Association in 1930. As evident in 
the majority of titles, most of these organisations promoted themselves as broad based 
(‘dancing’), with the exception of more specialist groups such as the English Folk Dance 
and Song Society (1911), Ruby Ginner’s Association of Teachers of the Revived Greek 
Dance (1923), and the Scottish Country Dance Club (1928).^ A significant number of 
the associations were devoted entirely to ballroom dancing, forming a significant 
network through which the genre was re-invented as a twentieth century dance practice 
(Modem Ballroom).
Of the nineteen teaching associations cited, my own research focuses on three 
organisations vrith a significant interest in ballet; the Imperial Society of Teachers of 
Dancing (ISTD), formed in 1904 and offering both an ‘operatic dancing’ branch and, 
from 1924, the Cecchetti method codified by Cyril Beaumont; the Association of 
Operatic Dancing (AOD), formed in 1920 and incorporated by Royal Charter to become 
the Royal Academy of Dancing (RAD) in 1935; the British Ballet Organization (BBO) 
formed in 1930 by Louise Kay and her husband, Edouard Espinosa. The activities of 
these organisations were extensive and ranged from the relatively ad hoc to the regular, 
annual calendar of examinations sessions, teachers’ conferences, open classes, 
competitions and summer schools. Rivalry between different teaching associations was 
a necessary facet of the struggle for identity and control of the profession. To some 
extent at least, teaching associations constmcted their individual identities in relation to 
each other, a continuous process of ‘othering’ through which ballet was fragmented into 
different (and competing) styles, ‘schools’ of training, techniques, methods, systems and 
practices.
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Like many newly emerging professions, ballet teaching was self regulating with the 
major dance teaching associations operating as membership organisations, examining 
bodies and self appointed quality assurance agencies. These associations were reliant 
on, and accountable to, their memberships and, simultaneously, examining bodies 
responsible for the quality assurance of their members’ professional practice.^ Despite 
this somewhat untenable position, the associations were able to exert considerable power 
in the regulation and control of ballet teaching. Indeed, the executive committees of the 
AOD, the ISTD and the BBO can be seen as central in the construction of an English 
identity for ballet, an identity based on ownership (whose ballet?) as much as details of 
technique and training.
As I seek to substantiate throughout this chapter, the legitimising role of the teaching 
associations challenged, and eventually superseded the authority of the individual 
teacher/pedagogue. Having said this, the creation of an institutional identity was 
problematised by the existence of a number of influential individuals with a highly 
developed ‘feel for the game’ (Bourdieu 1990, p 9). Many of these main players were 
women who not only took up positions of power but occupied multiple positions, the 
flexibility and mobility of which altered the dynamic of the field. A prime example is 
Adeline Genée (1878-1970), a dancer and teacher who presided over the Association of 
Operatic Dancing for more than thirty years (1920-1954). Under her leadership the 
organisation was granted a Royal Charter (in 1935), an ambitious move which secured 
its position as leader of the field. Recognising the need to create performance 
opportunities, Genée also instigated the Adeline Genée Gold Medal competition, the 
highest award given to a dancer by the AOD and a prestigious annual theatre event. 
Genée was also a founder member of the Camargo Society (1930-1933), an organisation 
set up to promote new English ballet choreography, and a regular contributor to debates 
on technical and pedagogical issues in the dance press. That a former Music Hall 
ballerina should be appointed to the ‘top job’, prompting a significant re-positioning in 
the field, is an issue which I return to in Chapter 5.
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Genée’s role as President of the AOD is also a reminder that the rise of dance teaching 
associations extended the number of available positions beyond the obvious roles of 
performer, choreographer, teacher or company founder. The committee structures and 
administrative mechanisms of these organisations not only necessitated the inclusion of 
individuals with little or no knowledge of ballet (but often eminent or skilled in another 
field), they also required new skills of those dancers, teachers and ‘experts’ involved. 
Evidence can be found in the numerous volumes of Minutes, supporting documentation, 
policy statements and annual reports held in the archives of the Royal Academy of 
Dance and Imperial Society of Teachers of Dancing.^ Setting agendas, chairing 
meetings, writing reports, approving policies and organising fund-raising events became 
part of the professional skill base of a new generation of teacher managers and a means 
of control.
Companies
Whilst the focus of my research is on the teaching sector it is necessary to acknowledge 
a relationship between training and performance. The formation of numerous small- 
scale (and inevitably short-lived) ballet companies during the 1920s and 1930s 
constitutes another aspect of the drive to establish a national ballet culture.* In the 
1920s, groups such as Marian Wilson’s British Ballet (1921), Cyril Beaumont’s The 
Cremome Company (1926) and the Nemchinova-Dolin Ballet (1927) provided much 
needed opportunities for the growing number of dancers emerging from the newly 
organised teaching infrastructure. As early attempts to form the first definitive ‘home- 
grown’ ballet company, these companies also exemplify the struggle to impose the 
dominant definition of English Ballet and gain control of the field.
The formation of The Camargo Society (1930), The Ballet Club (1931) and the Vic- 
Wells Ballet (1931) has been well documented (Anderson 2006; Beaumont 1935; Bland 
1981; Clarke 1955,1962; Evans 1936; Haskell 1930; Kane & Pritchard 1994; 
Manchester 1946; Noble 1949; Percival 1990; Pritchard 1996; Vaughan 1977; Walker 
1987, 1995; Woodcock 1991) in English ballet history. It is interesting that the two
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companies which survived the period (and still exist today) were both founded by 
women teachers who used their own schools as the essential nucleus; Marie Rambert, 
founder of the Ballet Club (1931) which became Ballet Rambert and is now Rambert 
Dance Company and Ninette de Valois, founder of the Vic-Wells Ballet, later the 
Sadler’s Wells Ballet and now the Royal Ballet. Conversely, the companies which were 
short-lived were generally set up by dancers, choreographers or enthusiasts. These 
include The Markova-Dolin Ballet which lasted from 1935-1937, Antony Tudor’s 
London Ballet (1938-1941), Molly Lake and Travis Kemp’s Ballet Intime (1938-1939), 
the Arts Theatre Ballet (1939-1941), Mona Inglesby’s International Ballet (formed in 
1940), and the Anglo-Polish Ballet set up by Czeslaw Konarski and Jan Cobel (also in 
1940).®
Whilst I am primarily concerned with the push towards a permanent English national 
ballet company, regular visits by dance artists and companies from Europe, Russia and 
America cannot be excluded. Such performances involved English audiences (and in 
some instances, English dancers) and were a dominant feature of the dance press. On 
another level, the diverse, international dance culture in London is a crucial factor in the 
national ballet agenda, providing multifarious points of distinction and difference 
through which English ballet was constructed. Whilst this includes generic distinctions 
between, for example, ballet, modem dance, and national dance, the more direct 
benchmark was the Russian ballet exemplified by the Ballets Russes (under Serge 
Diaghilev), the legendary Anna Pavlova, and the later Ballets Russes companies set up 
after Diaghilev’s death in 1929.*° The Ballet Russes gave its first London season in 
1911, featuring choreography by Michel Fokine and the phenomenal talents of Vaslav 
Nijinsky, Anna Pavlova and Tamara Karsavina. The following year, Pavlova left to 
form her own company which appeared in London on a regular basis from 1910 until her 
death in 1931.
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The impact of Diaghilev’s company in England is analysed in detail by Garafola who 
concludes that
nowhere else has the Ballets Russes become a part of the cultural inheritance 
of so many educated people or inspired so many knowledgeable tomes; in no 
other country has the company been so mythologized.
Garafola 1989, p 300
As Garafola notes, acceptance and admiration for Diaghilev’s enterprise did not come 
until after the First World War. As I consider in Chapter 6, the Ballets Russes provides 
a constant subtext to the national ballet agenda.
Theatre and Performance
Dance teaching associations, schools and companies all generated performance events 
on a variety of scales and with different aims. For the leading teaching associations, 
charity matinées, fund raising galas and dance competitions were an important means of 
giving recognition to the work of teachers and students, as well as maintaining links 
between the studio and the stage. Such events, combining the collective resources of an 
association, were on a scale that few local dance teachers could provide, and raised 
money for a variety of causes, including children’s charities and, from 1939, the war 
effort.
The charity matinée normally consisted of a programme of dances performed by leading 
dancers of the day in an established London theatre, often acquired at a reduced rate. 
Examples include the first gala organised by the Association of Operatic Dancing in 
1923 (RAD 1923). The event was particularly significant in that Adeline Genée agreed 
to perform for the first time in seven years, partnered by Phyllis Bedells en travestie. A 
second matinée was held in 1929, again with Queen Mary present, and with a 
prestigious cast list including Tamara Karsavina, Anton Dolin, Phyllis Bedells, Ninette 
de Valois and the last public performance by Edouard Espinosa. Soon after it became 
the Royal Academy of Dancing, the former AOD hosted a Farewell Matinee for Bedells
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at the London Hippodrome, featuring Rambert’s Ballet Club and the Vic-Wells Ballet 
(RAD 1935).**
The Imperial Society of Teachers of Dancing (ISTD) did not hold its first public matinée 
until 1935 and whilst the occasion was less socially prestigious it included the first ever 
display of ‘formation’ ballroom dancing (devised by Olive Ripman) (ISTD 1935). The 
programme for a subsequent ISTD matinée in July 1939 (ISTD 1939) shows the 
diversity achieved through the restructuring of the organisation into separate dance 
‘branches’. The items include an ‘Operatic Ensemble’, ‘Scandinavian Dances’ 
‘Hawaiian Hula’, ‘Greek Dances’, ‘Russian Scena’, ‘Jota Pilarica’ and ‘Indian Gipsy 
Dance’, as well as ballet arrangements such as an ‘Adage’ to Tchaikowsky (arranged by 
Judith Espinosa) and a ‘Nocturne’ to Scriabin choreographed by Noreen Bush. As was 
traditional, the performance included guest artists (Joan Philips and Jack Hart from the 
Vic Wells Ballet and Travis Kemp from Ballet Intime) providing an important link 
between the theatre profession and the teaching community.
Teaching associations used public performances to demonstrate the achievements of 
their teachers and senior students, to raise awareness of their specific aims and areas of 
expertise and to reward their members. The fact that both the AOD and ISTD could fill 
a London theatre was indicative of the expansion in teaching and the higher standards of 
performance as a result of their work. At the same time, these events provided an 
opportunity for direct comparison between one dancing school and another, one teacher 
and another, and one student and another. Charity galas organised by teaching 
associations involved the selection of some schools and not others, and the subsequent 
organisation of a programme which could not be seen to be biased but, inevitably, had a 
hierarchical dimension. Such comparisons provided an alternative ‘benchmarking’ from 
examination results and exposed the work of the association to a wider audience, 
including parents and families, teachers, patrons and the dance press. In relation to the 
latter, reviews were generally undertaken by the associations themselves and published 
in the relevant journal. Such reviews could hardly be critical, given that these ventures 
were essentially self promotion exercises in which participants had given their time and
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effort for free and, in some instances, covered the cost of costumes, props, etc. 
themselves.
Dance competitions are, perhaps, the most obvious example of a ‘prize’ for the 
achievement of high training standards. In 1924, Philip J. Richardson instigated the ‘All 
England’ or ‘Sunshine Competition’ and, in doing so, opened up a much publicised new 
‘space ‘in the struggle for control of the teaching sector.*^ Heats were held in selected 
towns all over England, with semi-finals taking place in London in March (Haskell & 
Richardson 1932). The final was traditionally held at the Scala Theatre in London just 
before Easter, a prestigious event given considerable coverage in the dance press.
Whilst the ‘All England’ competition incorporated a diverse dance practice, with 
different sections for different dance techniques, the Adeline Genée Gold Medal 
competition, instigated by the AOD in 1931, reflected an exclusive commitment to 
ballet. The competition, originally for girls but extended to include boys from 1939, 
remains the most prestigious of its kind in Britain. Now, as then, the prize is given to 
the winning student but is, simultaneously a means of consecrating the ‘best’ system of 
training as employed by the best teachers.
In addition to exposing the work of teachers and associations to a wider public, 
performances such as charity galas and dance competitions re-asserted the links between 
studio and stage, training and performance, student and performer. The involvement of 
professional dancers emphasised the professional cycle from student to performer to 
teacher as well as adding box-office appeal. By the same token, audiences generated by 
the teaching sector formed an important foundation in the building of an English ballet 
audience. A significant proportion of those who attended early performances by the 
Camargo Society, Ballet Club, the Vic-Wells Ballet and Markova-Dolin Ballet would 
have been ballet teachers, students and their families, an argument bom out in numerous 
autobiographical accounts of childhood visits to the ballet and, as I consider in Chapter 
8, a standard feature of the ballet school story pioneered by Noel Streatfeild.
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Publications and Media
The teaching sector both sustained and was sustained by teaching related publications in 
the form of books, journals, syllabi, sheet music, explanatory pamphlets and other 
teaching ‘aids’, essentially affiliated to one or other of the associations and their 
particular syllabus or teaching ‘method’. The growth in the publication and circulation 
of books on dance technique and pedagogy is a significant feature of the modem 
profession. In contrast to the great treatises of the past (Adice 1859; Arbeau 1588; 
Blasis 1828; Cahusac 1754; Caroso 1581; Magri 1779; Negri 1602; Noverre 1807; 
Weaver 1712, 1721) the new manuals were ‘user friendly’, affordable handbooks, 
reflecting broader cultural developments (for example, the introduction of Penguin 
Classics), and providing a new level of teaching support and control of pedagogy. 
Espinosa’s Technical Dictionary o f Dancing published by The Dancing Times in 1913 
was the first of a significant oeuvre culminating in his Technical Vade Me cum of 1948. 
More substantial in its detail, Beaumont and Idzikowski’s (1922) A Manual o f the 
Theory and Practice o f  Classical Theatrical Dancing became the foundation of the 
Cecchetti method as incorporated by the ISTD in 1924. The sequel The Theory and 
Practice o f Allegro in Classical Ballet, compiled by Beaumont and Margaret Craske 
(1930), detailed the progression in vocational training, after which, Beaumont tumed his 
attention to a syllabus for children.*^ Followdng the departure of Espinosa, the 
Association of Operatic Dancing entmsted its pedagogy to Ruth French and Felix 
Demery (1934) who began with an analysis of the Elementary syllabus in First Steps.
All three associations promoted their activities through their own joumal; Dance Journal 
(ISTD), The Dancer (BBO) and the Gazette (AOD/RAD) which, together with The 
Dancing Times, created a dance teaching press of considerable weight. The Dancing 
Times, edited by Philip Richardson from 1910, is the only joumal which ran consistently 
throughout the period under study. Whilst these sources are indispensable in the study 
of teaching, they inevitably raise issues in terms of objectivity. This is particularly the 
case with publications produced by the teaching associations for their members, joumals 
which inevitably emphasise positive developments, successes and gains and ignore or
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disguise weaknesses, failures and losses. For example, information on growth of 
membership and the number of examinations (provided in Appendix A) may be accurate 
but the fact that teachers were increasingly becoming members of more than one 
teaching association is rarely given recognition. Similarly, examination statistics on the 
total number of examined candidates lack detail in relation to the percentage of first time 
passes, the different categories of pass, average age of candidates, average mark given, 
etc. Nonetheless, the joumals provide detailed information on membership and 
examination mles and regulations, the launch of new syllabi, performance and teaching 
events, teaching directories and organisation personnel. In addition, the advertisements 
for schools, teaching related publications and services (costume making, studio hire, 
gramophones, pianos, sheet music, photography,) give a broader picture of the 
community within its wider cultural context. In this sense, the joumals provide a rich 
resource for a cultural history of ballet during the period as well as highlighting the 
significant influence of the ‘editor’ and ‘joumalist’ positions within the field.
Company related publications include the afore-mentioned histories written in the 1930s 
(Chapter 2 pp 26-27) as well as an emerging professional criticism synonymous with the 
names of Caryl Brahms, A.V. Coton, Noel Goodwin and P.W. Manchester. From the 
mid 1930s, regular performances by Rambert and de Valois’ companies gave rise to a 
more stable ‘position’ for the newspaper dance critic and a subsequent change in the 
field of ‘ballet expert’. Boundaries between editor, historian and critic begin to emerge, 
creating separate (but still related) professional identities and, in Bourdieu’s terms, a 
differentiated habitus. For example, in his introduction to A Prejudice for Ballet, Coton 
takes great care to distinguish his work from that of the historian, at the same time 
conceding that
there is not yet discemible, in the welter of sentimental personalia and 
historical distortion comprising the literature of Ballet, a starting-point for 
the elaboration of its idiom.
Coton 1938, p xxiii
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The increase in quantity and quality of ballet performance and professional criticism 
served to weaken the connections between teaching and performance, as each sector 
sought independent legitimacy. The change is perceptible in the shift of emphasis in the 
clearly demarcated sections of The Dancing Times (theatre dance, ballroom dancing, 
teachers and teaching). By the mid 1930s, the concern for standards of teaching is 
replaced by a national ballet agenda and a significantly augmented section on ballet 
performance, both Russian and English at the beginning of the journal. The expanding 
and newly organised teaching profession is relegated to the back pages, remaining 
substantial in volume but comprising little more than information supplied by 
organisations, schools and individual teachers.
In addition to an expanding dance press, the field of ballet production of the 1920s and 
1930s was transformed by developments in technology and the rise of mass media. 
Whilst the increase in radio broadcasting brought more music into more homes, it was 
the invention of television which was to raise public awareness of the newly emerging 
ballet culture. The BBC experimental television service, which lasted from 1932-1935 
included short programmes of dance by artists such as Adeline Genée, Tamara 
Karsavina, Alicia Markova and Anton Dolin. A greatly improved system was 
introduced in 1936, sophisticated enough to enable groups of dancers as well as soloists 
to be televised (Davis 1982, 1984). From this time, television became a new dance 
performance context and an increasingly important means of audience building. 
Similarly, the development of the ‘talkies’ from the 1920s had a widespread impact on 
the production and consumption of dance, both the hugely popular social dancing 
synonymous with the ‘Golden Age’ of Hollywood and the glamorous exploits of the 
Ballets R u s s e s . I n  some ways, the enormous commercial success of both ventures 
presented a considerable obstacle to a ‘home-grown’ ballet which lacked both funding 
and a recognisable brand. Nonetheless, the new media were to provide employment 
opportunities for English dancers and choreographers and an important ally in the 
promotion of a national ballet culture.
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3.3 Representing the Field: Culture, History, Narrative
Whilst Bourdieu provides a model of cultural production which I have developed for my 
own purposes, his socio-anthropological leanings mean that he is much less concerned 
with the act of representing the past. My structural framework for the field of ballet 
does not, therefore, address the sorts of philosophical and methodological issues 
introduced in the previous chapter on the nature and function of history. This is not so 
much a problem as a timely reminder of the multiplicity of cultural fields, including 
‘history’ and ‘literature’, each with its own set of struggles, positions and prizes.
There are some notable conceptual and interpretive ‘leaps’ from the structural model in 
Table 1, to the chronology in Appendix A, to the discussions under each site of 
production above. These relate to the fundamental challenge facing all historians, 
namely, the translation o f ‘knowing’ into ‘telling’ (White 1987, p i ) .  More specifically, 
the chronology in Appendix A provides an opportunity to explore the narrative capacity 
of a history which I have chosen to subtitle ‘mothering English ballet’. Moving from a 
theory of culture to a theory of narrative discourse is an ambitious, and some might say 
ill-advised, interdisciplinary paradigm. On the other hand, if one takes as a starting 
point, the argument (after Barthes) that narrative is a universal meta-code through which 
cultural meaning is transmitted, then narrative is central to the study of cultural practice, 
including ballet.
Appendix A provides ‘concrete’ examples of the types of practice within each site of 
ballet production, some of which form the basis of subsequent chapters. The events 
described are the result of sustained and systematic research based, to a large extent, on 
the journals The Dancing Times, Dance, The Dancer and Dance Gazette, Haskell and 
Richardson’s (1932) Who’s Who in Dancing 1932, programmes and assorted documents 
bequeathed to the RAD by Philip Richardson (e.g. ISTD 1939), autobiographies by key 
figures in the field (Bedells 1954; de Valois 1937; Espinosa 1946, 1948; Rambert 1972; 
Van Praagh 1954) and Ivor Guest’s (1958) study of Adeline Genée. More recent 
sources included published conference papers (particularly Morris 2003) and materials
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produced by the dance teaching societies (ISTD 1954, 2004; Parker 1995) celebrating 
anniversaries and jubilees. Given that the area is under researched, the chronology 
might conceivably constitute the sort of archaeological ‘spadework’ (albeit presented in 
‘skeletal’ form) valued by positivist (dance) historians such as Richard Ralph.
To some extent, my chronology reflects one of the earliest forms of history, that of the 
annals. As discussed in the opening to The Content o f the Form, Hayden White’s (1987) 
lucid exposition of narrative and historical representation, the annals form is considered 
(by the modem history profession) as an inferior mode, lacking the narrativity required 
of ‘proper’ history (White 1987, p 5). Appendix A contains some of the features of the 
annals as defined by White: a vertically organised set of events with no clear beginning, 
middle or end and no discernable narrative voice. Chronological order is a defining 
feature so that, to some extent at least, my list reflects his argument that “the list of dates 
can be seen as the signified of which the events ... are the signifiers” (White 1987, p 9). 
The addition of a conceptual organisational structure (five sites of ballet production) 
moves the list beyond the annals and a step further towards a historical narrative in the 
direction of the chronicle. Indeed, it is not hard to imagine the chronology as a blueprint 
for a chronicle-type history which seeks the status of ‘tmth’ or ‘reality’.
On further inspection. Appendix A reveals the beginnings of a narrative strategy and my 
own presence as a narrator. Of the numerous narrative features which might be 
identified, three are of particular significance in a reflexive storytelling. The first is the 
choice of chronological parameters and the extent to which these constitute a 
‘beginning’ and ‘end’. The second concerns the available traces of ballet practice from 
the period and the identification of ‘facts’ and ‘evidence’. The third area for discussion 
is the selection of (some of the) facts and evidence in relation to the story I wish to tell. 
All three issues bring my agency to the surface, allowing me to recognise the ‘T and 
take up my position in the historiographic field.
The potential of Appendix A as a cultural and narrative history begins with the time 
frame. The chronological parameters imposed constitute the kind of ‘discursive
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formation’ theorised by Foucault (1972) as well as the ‘shaping device’ central to 
White’s (1978) theory of narrative history/^ Fundamental to this ‘shaping device’ is the 
decision of where to begin. Appendix A offers two beginnings in the formation of the 
first dance teaching society in 1892, and the formation of the first such organisation 
entirely devoted to ‘operatic dancing’ or ballet in 1920. By this means, events at the 
turn of the century detailed by Theresa Buckland (2007) are, in my own account, a 
preface to the emergence of ballet teaching as a separate professional sphere. This is not 
to suggest that either English ballet or ballet teaching started in 1920. Carter (2003, 
2005) has already made a persuasive argument for relocating the beginnings of English 
ballet in the late nineteenth-century and early twentieth-century Music Hall.’  ^ Other 
possibilities include the Romantic Ballet of mid nineteenth-century London documented 
by Ivor Guest (1954) or, even earlier, the work of the English dancing-master, John 
Weaver, recorded by Richard Ralph (1985).
Determining where to start is, in effect, a decision about how far back to go and a 
reminder of Foucault’s observation that history (discourse) is traditionally either “the 
quest for and the repetition of an origin that eludes all historical determination” or “the 
interpretation of ‘hearing’ of an ‘already-said’ that is at the same time a ‘not-said’” 
(Foucault 2002, pp 27-28). In choosing to revisit a well established English ballet linear 
narrative with the tools of postmodern thinking, I am challenging the ‘already-said’ by 
saying something different. For example, my focus on the formation of the Association 
of Operatic Dancing in 1920 disrupts the traditional emphasis given to canon-related 
events: Frederick Ashton’s first ballet, A Tragedy o f Fashion, made in 1926, the launch 
of the Camargo Society in 1930, and the formation of Ballet Club and the Vic-Wells 
Ballet in 1931.
Deciding where to end is equally problematic but there is a rational argument for 
excluding the Second World War period (1939-1945). Whilst teaching activity did not 
stop, the teaching infrastructure was firmly in place by 1939 and, for obvious reasons, 
new developments were l i m i t e d . I n  addition, ‘wartime ballef is generally well 
documented and the traditional narrative of British ballet thriving in adversity has begun
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to be challenged by, most noticeably, Karen Eliot (2002, 2005). In terms of events 
within the field, 1939 provides particular opportunities for closure in, for example, the 
death of Adeline Genée’s husband, Frank Isitt, who was instrumental in gaining the 
Royal Charter for the AOD, and the culmination of de Valois’ agenda to re-instate ballet 
classicism in the first production of the full The Sleeping Princess by an English ballet 
company. Eighteen years after Diaghilev put Aurora on the Alhambra stage, she 
returned, albeit briefly, in the form of a young Margot Fonteyn.
The chronological parameters 1920-1939 also give shape to the relationship between 
ballet and the wider socio-historical context. English ballet practice is implicated in 
wider narratives such as ‘nation’ and ‘empire’ as well as the ‘interwar years’, the 
‘roaring twenties’, the ‘golden age of Hollywood’ and the ‘dance boom’. These and 
other narratives are reflected in the period-specific names of teachers (Noreen, Grace, 
Olive, etc.), the tradition of the theatre matinée and the colonial network of examinations 
beginning in the 1930s. It is also worth noting that the individuals and groups identified 
did not see themselves as living and working in the ‘interwar years’, a reminder that 
historiography is not merely the attempt to record the past but to make sense of it 
through an explanatory framework which “is precisely what grants a particular meaning 
to the past” (Hutcheon 1989, p 64).
Given that the period 1920-1939 is now fading from individual and collective living 
memory, the issue of what teachers leave behind is paramount. At a fundamental level, 
a teaching-centred ballet history is subject to the same central issues facing all dance 
histories, including the ephemerality of dance. Historians have long since bemoaned the 
loss of ballets from the 1920s and 1930s.^® However, the work of teachers, schools and 
associations has been lost too. The ballet class, like the stage performance, disappears in 
the moment, never to be retrieved, only reconstructed from traces which survive. The 
task for the researcher has two related dimensions in determining the sorts of traces that 
teaching might generate and the likelihood of those traces being preserved. In the 
course of my research I have encountered numerous different materials left by teachers: 
syllabi, timetables, advertisements, journal contributions, studio snapshots, theatre
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programmes, technical manuals and autobiographical writings. These tend to be related 
to established teachers working in London and, in most cases, carefully archived by a 
dance teaching society. Traces of the local dance teacher working in the village hall are 
much harder to find, partly because few teachers documented their teaching in any 
prescribed form and partly because no one valued their practice enough to record it.
Even within the three dance teaching societies under study, the preservation politics 
differ.^^ The Imperial Society of Teachers of Dancing and Royal Academy of Dance 
both have libraries with extensive archival collections but the British Ballet Organization 
does not. Neither are there any living relatives of the Espinosa family who might hold 
family documents and mementos relating to the period. Fortunately, Edouard Espinosa 
left a significant trace in his books, journal contributions and memoirs and was well 
enough established to feature in the dance press more widely. Records of the work of 
his wife, Louise Kay, although harder to find, are sufficient to support a study of her 
contribution.^^
The archive of the Royal Academy of Dance is extensive but still has limitations. The 
carefully archived Minute Books of the various committees and sub-committees begin in 
1933, leaving activities from 1920-1932 unrecorded.^^ Both the RAD and ISTD 
collections include materials relating to each other, a benefit, perhaps, of competitive 
interest and, depending on interpretation, of the intense rivalry between Richardson and 
his ISTD counterpart, Cyril W. Beaumont.^"  ^ Nonetheless, the archival record is sketchy 
and, looking through the pages of the teaching journals, I cannot help but wonder what 
became of the ‘many’; the teachers whose names, like those of the Music Hall chorus 
dancer, have disappeared from English ballet history. Names like Eileen Pidcock and 
Renee Gilbert who ran the Purcell School of Dancing in Heddon Street, London, Wl; 
Jeanie Smurthwaite who taught nearby in Great Portland Street; Mabel Roberts, Mamie 
Barber and Madge Watson who all taught in the Manchester area; Doreen Browne in 
Famham, Phyllis Mellor in Nottingham and Phyllis Cornish in Suffolk. Addressing the 
gap would involve research at a local history level which is outside my own research 
agenda, nonetheless, turning the focus on their profession, albeit at a national level, may 
prompt more interest.
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The archival record may be sketchy but choices have still been made in the selection of 
evidence. Two factors underpin my choices: the need to illustrate the breadth of ballet 
production and a focus on the agency of women. The topology of the field presented at 
the beginning of this chapter broadens the scope of ‘ballet’ and, in doing so, provides 
more historical and analytical space for women whose work has traditionally been 
marginalised. Such an expanded model prompts a reconsideration of what constitutes 
historical evidence, including a re-evaluation of the status of autobiography and fiction. 
Without ignoring the body of historical writing by male experts (Espinosa, Richardson, 
Beaumont, Haskell et al), I give equal emphasis to women’s own records of their lives 
and work. This includes Louise Kay’s editorial columns in The Dancer which provide 
a much less well researched alternative to Richardson’s writings in The Dancing Times 
(see Chapter 7). Exploring the interface between history and literature, I also position 
Noel Streatfeild’s children’s novel Ballet Shoes (1936) as an intriguing trace of modem 
English ballet between the wars (Chapter 8).
In conclusion, the field of English ballet production as outlined in this chapter is still a 
representation of the past which cannot escape the challenges of postmodern and 
postpositivist thinking. These challenges are implicit throughout this research in the 
non-linear organisation of chapters, the tropes of matriarchy and nation, and the act of 
writing itself. The employment of Bourdieu’s (1993) model of the cultural field 
provides for a broader cultural and social understanding of ballet history but this cannot 
operate outside of a narrative form. Accepting the by now well established arguments 
on the impossibility (and irrelevance) of history as tmth or reality, and the inevitable 
distinction between the past and history, means negotiating between “the desire for the 
imaginary, the possible” and “the imperatives of the real, the actual” (White 1987, p 4). 
With this in mind I turn to relationships between the field of ballet and the wider “field 
of power” (Bourdieu 1993, p 37) in order to create (imagine) a contextual landscape for 
stories of mothers, modernity and English ballet.
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3.4 Notes
5
Bourdieu challenges both the notion of the autonomous artist and any kind of 
direct reduction of cultural works to the social and economic environment. See, 
for example. Chapter 6 ‘Principles for a Sociology of Cultural Works’ (1993, pp 
176-191).
See, for example, Théophile Gautier’s (1986) Gautier on Dance, translated by 
Ivor Guest, Cyril Beaumont’s (1932) The Romantic Ballet as Seen by Théophile 
Gautier, Roland John Wiley’s (1990) translation of Konstantin Skalkovky’s 
reviews of The Sleeping Beauty (1890) and Tim Scholl’s (2004) detailed study of 
the same ballet.
Elmhurst Ballet School continues today as Elmhurst School for Dance which acts 
as a feeder school for The Birmingham Royal Ballet. The Arts Educational 
School has also survived but the Bush-Davies School closed in 1989.
For example, examination success is a much more prominent feature of dance 
school advertisements than the rate of graduate employment. This is perhaps 
logical considering the rapid expansion in teaching set against a much slower 
development of permanent companies and contracts.
All dates in brackets relate to the ‘start up’ date and can be found in the first (left 
hand) column of the Appendix A table.
This dual role is a dilemma which persists today. As an employee of the RAD 
for the last seven years I have been involved in the complete re-organisation of 
the Faculty of Education as an Institute of Higher Education subject to external 
accountability structures and autonomous from the Academy’s Examinations 
Department.
For example. Minutes relating to the RAD (which begin from 1933) are divided 
into ten or more sub-committees, ranging from the overarching Executive 
Committee to the sub-committees set up to process the application for a Royal 
Charter and the Building Fund (RAD 1933-1939). The ISTD archive suggests an 
equally complex structure with the additional complexity o f ‘branches’ dedicated 
to different dance genres.
In his anthology British Ballet, Peter Noble (ed) (1949) identifies more than 
twenty British Ballet companies, many of which originated in the 1930s and 
early 1940s.
The emergence of several new companies in the late 1930s challenges the 
traditional narrative of ‘wartime ballet’ as a story of two companies. Whilst 
events after 1939 are outside the parameters of this thesis, my research suggests 
that the outbreak of war seems to have encouraged rather than delimited the 
number of those participating in the struggle to define British Ballet.
10
12
13
14
15
16
17
18
19
20
21
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Following Diaghilev’s death in 1929, a subsequent company was set up in Monte 
Carlo (in 1932 - under the joint leadership of Colonel Wassily de Basil and René 
Blum) which enjoyed enormous success in London in 1934. The two directors 
later fell out and set up rival companies each of which assumed a variety of 
different names. Blum’s company (with Fokine as chief choreographer) 
remained in Europe, however, de Basil’s Ballet Russe de Monte Carlo moved to 
the U.S.A in 1939 and never performed in Europe again. The latter company is 
the focus of the internationally acclaimed film Ballets Russes (2006).
A diplomatic programme ensured that both ventures were recognised. Rambert’s 
group appeared in Bar aux Folies-bergère created by de Valois for the company 
in 1934. The Vic-Wells Ballet performed Ashton’s Les Rendezvous (1933) with 
Harold Turner and Margot Fonteyn in the lead roles (see Archival Sources RAD 
1935a and 1935b).
This was an additional development to the Sunshine Matinée which Richardson 
had instigated much earlier in 1919.
The syllabus is in the form of three ‘primers’ for classical ballet, the first of 
which was published in 1933.
Whilst the Dance Journal first appeared in 1907, publication was suspended 
from 1914-1923, resuming under the editorial leadership of Beaumont in 1924. 
The Dancer and Dance Gazette did not emerge until 1928 and 1930 respectively.
See, for example, Lynn Garafola’s (1998) paper ‘Dance, Film and the Ballets 
Russes’.
See also Chapter 2, pp 34-36.
It is important to note that these two theorists use the term ‘discourse’ to mean 
very different things.
I return to this argument in Chapter 6 (p 146)
Developments which were halted by the war include the RAD’s planned teacher 
training course which was postponed until 1945.
‘Lost ballets’ include the music scores, sets and costumes left behind when the 
Vic-Wells Ballet was forced to escape the German invasion of Holland in 1940. 
(For a detailed account see de Valois 1992, pp 126-140)
I am borrowing the term ‘preservation politics’ from the Roehampton 
Conference of the same name and the subsequent published proceedings (Jordan 
(ed) 2000).
Chapter 3: The Field of Enalish Ballet 79
22
23
24
See Chapter 7 on Louise Kay and the British Ballet Organization.
The situation is partly addressed by Richardson’s reportage in The Dancing 
Times.
Power relations between Philip Richardson and Cyril Beaumont are considered 
in Chapter 5 (pp 118-124).
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Chapter 4: Ballet, Class and Capital
4.1 Introduction
Understanding the relationship between the ballet field and the wider ‘field of 
power’ which encompasses it is crucial in analysing change. For Bourdieu, 
changes within a cultural field are linked to external factors, including class 
relations, major political upheavals and changes in the consumer market, “without 
ever being a direct reflection of them” (Bourdieu 1993, p 57). In this chapter, I 
consider some of the extrinsic factors in the transformation of the teaching 
profession, in particular, social class relations, the market economy, the emergence 
of a dominant popular culture, and women’s increased access to the professional 
sphere. This multi-directional analytical fi*amework reflects Richard Jenkins’ 
interpretation of the field as “the crucial mediating context” (Jenkins 2002, p 86) 
through which wider social structures influence individual and institutional 
practice.^ From this perspective, ballet does not simply reflect the social world but 
moderates it through a distinct set of practices.
In consequence, it is possible to ask in what ways ballet practice in the interwar years 
mediates the struggle between the economically dominant and dominated classes. If, as 
Bourdieu implies, cultural fields exert a lesser or greater degree of autonomy, the means 
by which ballet creates and imposes its own systems of power (divides, separates and 
classifies) need to be identified. In addition, it is necessary to consider how the term 
‘class’ might be understood in relation to English social structure of the interwar period 
and the extent to which it is inseparable from issues of gender. Bourdieu provides a 
useful explanatory fi-amework for these kinds of enquiries but tends to encourage a
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binary opposition (between dominant/bourgeois and dominated/avant-garde) which 
hides rather than reveals the complexity of class as a structural system/ He also uses the 
term ‘class’ to mean categories or groups of people who occupy similar positions in the 
field, which could imply a culturally homogenous ‘ballet teacher’ class. Such problems 
are, however, balanced by his expanded concept of ‘capital’, used to indicate different 
types of resources and assets accumulated (and sometimes lost) in cultural practice.^ In 
this chapter I argue that the concept of ‘capital’ provides a lynchpin for an analysis of 
ballet as a cultural economy and a critical tool for interpreting women’s agency. More 
specifically, I identify key external influences in the creation of a woman-oriented 
teaching profession which overturned a centuries-old tradition of the dancing master and 
///story.
Bourdieu’s analogy of culture as an alternative market economy with its own forms of 
‘interest’, ‘capital’ and ‘credit’ is taken up by Beverley Skeggs in Formations o f  Class & 
Gender (1997) and Class, Self Culture (2004). Skeggs presents an ethnographic study 
of white working class women in the North West of England which is driven by a 
concept of ‘respectability’ as inseparable from the historical production (and 
reproduction) of class. Respectability becomes a means by which the dominant middle 
class identifies itself through difference, a process underpinned by a concept of 
individuality which ‘others’ the ‘masses’ of the working class (Skeggs 1997, p 5). Both 
respectability and individuality are, further, associated vsdth constructions of 
Englishness, finding a paradigm in the English gentleman. For women, according to this 
model, the modem family constitutes a central arena for the measure of respectability in 
the roles of wife and mother, at the same time, the culture of domesticity serves to 
uphold concepts of nation and empire. All such representations serve to maintain the 
dominant position of the middle class at the intersection between class and gender.
Whilst I am looking at a predominantly white, middle class (and therefore already 
legitimate) ballet subculture, social and artistic ‘respectability’ constitute a similarly 
central concern in the dual agenda to establish ballet as a ‘proper’ art form and constmct 
an ‘acceptable’ professional female identity (ballet teacher). From this perspective, the
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cultural practices with which I am concerned constitute both the struggle and the 
ultimate prize of respectability. Like Skeggs, in her later text Class, Self, Culture, I see 
Bourdieu’s economic metaphor as a useful means of unlocking the myriad of power 
relations which determine social (and subject) positions and positioning. Whilst 
Bourdieu identifies four categories of capital (economic, cultural, social, symbolic), it is 
the process of conversion, through which cultural capital acquires symbolic power, that 
is crucial.'^ Without conversion (recognition and legitimisation), cultural capital has no 
power, which implies that ballet, like all cultural fields, operates as a system of belief. 
Following this line to a logical conclusion, it is possible to argue that the creation of a 
respectable professional role for the woman ballet teacher is an example of the “acts of 
recognition which ... are both the precondition and the product of the functioning of the 
field” (Bourdieu 1990b, p 68).^
Cultural capital is also context specific, an important factor in relation to a ballet culture 
which served different and at times conflicting interests as an art form, as education, and 
as a popular leisure activity. Before turning to the ballet teacher and her gendered 
identity, I consider some of the ways in which different forms of capital operated across 
the field of ballet to produce ‘class’, drawing on Skegg’s argument that
class formation is dynamic, produced through conflict and fought out at the 
level of the symbolic. To ignore this is to work uncritically with the 
categories produced through this struggle, which always (because it is a 
struggle) exist in the interests of power.
Skeggs 2004, p 5
4.2 Ballet class
In considering the construction of class through English ballet practice, it would be easy 
to marginalise the economic field in preference to the functioning of symbolic power. 
However, such a strategy would seem inappropriate. In the 1920s and 1930s, ballet 
operated within the private sector as a commercial enterprise subject to the market 
economy and the laws of supply and demand. In the absence of any state subsidy, ballet
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was largely dependent on a privileged upper class and, increasingly, an affluent, 
educated middle class with a disposable income. For the teaching sector, the existence 
of white, middle class parents with sufficient income to send their daughters (and, to a 
lesser extent, sons) for private ballet lessons was crucial. That this market should have 
been protected, despite the economic collapse which marked the end of the 1920s, is one 
of the surprising features of the research presented in Appendix A.^ Rather than reflect a 
pattern of economic decline, the evidence suggests that ballet teaching underwent a 
relatively sustained period of expansion, with little to suggest any adverse effects during 
the ‘Depression’. On the contrary, the 1930s features several significant developments: 
the formation of the British Ballet Organization (in 1930), the launch of the AOD’s 
quarterly journal the Gazette (1930), the first Genée International Competition (1931), 
and de Valois’ crucial relocation to the Sadler’s Wells Theatre (1931). Throughout the 
1930s, all three ballet teaching societies under study saw steady expansion in terms of 
membership, new syllabi, qualifications and awards and, of equal importance, all of 
them increased their international operations, particularly in South Africa and Australia. 
In addition, the incorporation by Royal Charter of the Royal Academy of Dancing from 
1935 marks an unprecedented level of national recognition for the teaching of dance in 
general, and the teaching of ballet in particular.
The expansion of ballet in a decade traditionally associated with economic crisis, 
coalition government, mass unemployment, dole queues and hunger marches is 
indicative of the economic and class divides which have been central in Marxist-derived 
histories of the period. For example, Eric Hobsbawm notes that
economic historians (and indeed logic) can demonstrate that the majority of 
the nation’s labour force, which was in employment even at the worst 
moments, was actually getting significantly better off, since prices were 
falling throughout the inter-war years.
Hobsbawm 1995, p 93
From this perspective, the market for ballet was, in effect, maintained if not strengthened 
by the depression, a moral dilemma carefully hidden in the dance teaching press behind 
image after image of healthy, happy, immaculately groomed dancing children.
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The increased organisation and regulation of ballet teaching under the dance teaching 
societies meant that ballet became an expensive business, with spiralling costs for both 
the ballet student and her teacher. For the student, the introduction of examination 
frameworks brought additional expense in the form of special coaching, examination 
fees and regulation uniform. For the teacher, operating costs extended to include 
membership subscriptions, the purchase of dance society syllabi and sheet music, regular 
attendance at teacher’s courses and journal subscriptions. In compensation, both student 
and teacher gained increased recognition of their work and success, and a higher level of 
status within the training sector hierarchy.
The average cost of ballet lessons is difficult to determine, not least because teachers did 
not generally advertise their fee structures in the dance press. However, some notable 
exceptions give an indication of the financial commitment involved. For example, 
copies of The Dancer from 1928 advertise a ‘run through and polish up’ of one of 
Espinosa’s dances by Espinosa himself for 21/- (one guinea) at a time when the average 
family needed £6 (120/-) per week to live but when the average weekly wage was a little 
over £2 (40/-) (Lee 1999)/
By the 1930s increased competition led to some innovative promotional strategies. For 
example, an information sheet on the Craske-Ryan studio which promoted the Cecchetti 
Method, shows a fee structure designed to encourage regular attendance and, thus, 
regular income.^ Single lessons were charged at 5/- but students could buy twelve 
lessons for 42/- or a ‘season ticket’ for any class on any day in any term (12 weeks) for 
60/-. Private lessons were charged as the equivalent of three class lessons (i.e. 15/-) 
unless they were with the ‘Maestro Invitato’ (‘guest teacher’), in which case they were 
charged at the equivalent of four or even five lessons (20/- to 25/-). By this comparison, 
the cost of a private lesson with a notable guest teacher at the Craske-Ryan studio was 
approximately half the average weekly wage.
The private/open class fee structure provides a significant example of the formation of 
social class and gender. The private lesson afforded respectability for the amateur and
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professional alike but it distinguished the individual in different ways. On a social level, 
one-to-one teaching with a woman teacher provided an acceptable learning environment 
for middle class girls and women. For the graduate student or professional dancer, 
private study with a notable teacher was a form of mutual cultural capital; the teacher 
gained in reputation through nurturing a future ballerina whilst the student was marked 
out as a protégé worthy of individual attention and professional investment. In a rapidly 
expanding ballet market, the more difficult task was to construct a reputable identity for 
the open class, one which allowed young middle class girls and women to participate. 
There was, of course, a precedent in the company class model, the daily routine in which 
the whole company (women and men) were put through their paces by the ballet 
mistress or maestro. However, the professional model did not automatically transfer to 
the local ballet school. What was needed was a learning environment which imitated 
domesticity. The woman ballet teacher and her all female class was a logical solution to 
the dilemma; a legitimisation of the public sphere through the replication of the domestic 
feminine, a transformation which initiated the demise of the male ballet teacher.
In addition to the size and gender of the ballet class, respectability was also constructed 
through dress codes designed to produce uniformity but which, nonetheless, classified 
students according to what they could afford. The numerous dancewear suppliers and 
their range of products constitute additional hierarchies of respectability. The ‘serious’ 
ballet student was required to wear regulation uniform for examinations, including ballet 
shoes from one of the approved makers.^ Prices ranged from 4/- to 6/- for canvas shoes 
(blocked or soft), 6/- to 7/- for satin shoes and 7/- to 9/- for leather blocked shoes. In 
1928, tights sold by Gamba ranged from relatively affordable cotton at 4/- to 5/- per pair, 
to spun silk at around 21/-, to the luxury of ‘pure silk, hand-made, fully fashioned’ tights 
at over 50/-.^^ Again, it is possible to conclude that a medium quality pair of ballet 
shoes and tights cost a quarter of the average weekly income whilst the most expensive 
luxury silk tights cost a quarter more than the average weekly wage.
The cost of ballet tuition and regulation uniform reflects a correlation between financial 
expenditure and the acquisition of cultural capital: if it was good it was expensive and if
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it was expensive it was good/^ Additional authorisation came via the dance press and 
professional dancers (particularly from the ‘Russian Ballef) who lent their names to 
specific products. The proliferation of advertisements for dancewear, shoes, accessories 
and grooming products in dance journals is, thus, part of the construction of ballet class 
linked to an increasingly pervasive culture of the body. For the ballet student, wearing 
the correct attire was an integral part of an embodied practice. As in my own 
remembered past with which this thesis began, ballet dress and grooming procedures are 
a dominant feature of ballet memoirs, often located within a narrative of financial 
hardship and maternal sacrifice.
For the dance teaching societies, the business of ballet was complicated by their status as 
non-profit making organisations which could not be seen to be financially motivated or 
economically lucrative. For this reason, membership subscriptions were relatively 
affordable (between one and two guineas per annum) and remained stable throughout 
the interwar years. For the ISTD and the AOD (but not the BBC), the price included 
quarterly issues of the society’s journal. Similarly, the price of both The Dancing Times 
and The Dancer magazines remained modest and stable at 1/- throughout the 1930s, 
although the cost of advertising undoubtedly rose as a consequence.
Next to membership subscriptions, the societies’ other main source of income was 
examination fees. For example, the financial figures for the ISTD in 1937 (Appendix A) 
show that examination income exceeded annual subscriptions. However, both incomes 
combined could not support the capital investment needed to secure permanent London 
premises and for this reason, fundraising emerges as a dominant feature in the ballet 
teaching economy. For the AOD, a secure home became an important part of the 
petition for a Royal Charter. In 1932, the organisation instigated the ’Brick Scheme’ 
whereby members were encouraged to sell books of 50 tickets at 1/- per ticket, with each 
50/- raised representing 50 ‘bricks’ towards the new building (AOD 1932). Such 
initiatives provide examples of the modem academy’s vulnerability in the absence of 
state funding and a consequent reliance on alternative systems of patronage, in this 
instance, a community of teacher members.
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The complex relationship between economic and other forms of capital is also illustrated 
in the production of ballet in the theatre. The expert guidance of Maynard Keynes may 
have ensured the financial viability of the Camargo Society during its three years of 
existence (1930-1933) but the organisation was never intended as a profit-making 
venture. What the Society sought, and achieved, was recognition for a select group of 
choreographers and performers capable of leading a national ballet agenda. Crucial in 
this exercise was the involvement of those with the authority to sanctify such 
endeavours, in particular, stars from the Russian Ballet like Lydia Lopokova and Tamara 
Karsavina. When the Society ceased operating, all assets (in the form of commissioned 
works, sets, costumes, etc.) were distributed between Rambert and De Valois.*"^  
Rambert’s position had already been elevated by permanent premises in Netting Hill 
Gate bought by her husband, the playwright Ashley Dukes, and known as the Ballet 
Club until it was renamed the Mercury Theatre in 1933. Despite its tiny proportions, 
the converted church hall provided an early home for English ballet in which economic 
hardship was converted into an advantage. Even the name of the theatre was 
significant. As noted by Dukes,
Mercury being the God of commerce, it is strange that so few play-houses 
are named after him. We have nothing against his mercenary attributes, but 
we prefer to think of his dexterity and charm, his musical inclination and his 
dalliance with the nymphs ...
Dukes cited in Rambert 1972, p 149
For Rambert and Dukes, money was a necessity but not the prime motivation, an ethos 
which was shared by numerous dancers on minimum and often irregular wages, by 
teaching organisations offering scholarship and bursary schemes, and by those offering 
their services for free in the numerous ballet charity galas.
The above examples would seem to support Bourdieu’s insistence that economic 
rationality is unable to reveal the complex nature of the cultural field, hence his use of 
the descriptor “the economic world reversed” (Bourdieu 1993, p 29) in which
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the most perfectly autonomous sector of the field of cultural production, 
where the only audience aimed at is other producers (as with Symbolist 
poetry), the economy of practices is based, as in a generalized game of ‘loser 
wins’, on a systematic inversion of the fundamental principles of all ordinary 
economies ... this explains the inability of all forms of economism ... to 
understand this upside-down economic world [which] is so ordered that 
those who enter it have an interest in disinterestedness.
Bourdieu 1993, p 39
In relation to my own research, the distinction between the ‘field of restricted 
production’ characterised by economic disinterestedness (autonomous), and the 
mainstream ‘field of large-scale production’ characterised by economic interest 
(heteronomous), is problematic. Bourdieu’s model is based on the much older traditions 
of literature, the visual arts and the dramatic theatre. As an autonomous art form, theatre 
dance was much less well established and any notion of a mainstream in the early 
twentieth century is contentious.^^ The absence of large-scale, mainstream ballet 
production during the 1920s and 1930s makes the issue even more complex in that all 
ballet was, to some extent, small scale and intended for other producers. Whether this 
constitutes economic disinterestedness (synonymous with an anti-bourgeois aesthetic in 
Bourdieu’s model) is debatable.
The problem is, in fact, more fundamental in exposing significant differences between 
the French socio-political context within which Bourdieu’s work was developed and the 
English social structure. Despite increasing socialism, interwar London had no direct 
equivalent of the Left Bank or the historically dominant French intellectual elite. In 
addition, the English avant-garde, less radical than its European counterparts, had begun 
to lose impetus fi*om the end of the First World War (Garafola 1989, Pugh 2008). For 
these reasons, clear distinctions between English mainstream (bourgeois) and avant- 
garde cultural practice are much more problematic. Nowhere is this more apparent than 
in Diaghilev’s 1921 London production of The Sleeping Princess, an event which 
illustrates both the ‘economic world reversed’ and the different expectations of English 
and French ballet audiences.
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Diaghilev’s production of the Petipa/Tchaikovsky ballet The Sleeping Beauty (1890) for 
the Ballets Russes has achieved mythic status in English ballet history. Celebrated in the 
autobiographical writings of Dolin, Markova, Rambert and de Valois, it reappears as a 
continuous theme in John Drummond’s (1997) collected interviews Speaking o f  
Diaghilev. Both Richard Buckle (1979) and Garafola (1987) give considerable space to 
the ballet which bankrupted Diaghilev and exposed, in the clearest possible terms, the 
changed economic circumstances of a post-Armistice era.
The Sleeping Princess (as Diaghilev renamed it) was an ambitious attempt at presenting 
a full-length (three act) ballet as a commercial theatre venture. The idea was inspired by 
the long-running success of the musical comedy Chu Chin Chow which came to an end 
during the 1921 season (Garafola 1987, pp 222-223). The profits from a west end ‘hit’ 
would enable Diaghilev to invest in more experimental work, continuing the avant-garde 
aesthetic which had put the company at the vanguard of European modernism. The 
project was both intended for and funded by the commercial theatre. The Alhambra 
Company, a Music Hall enterprise owned by Oswald Stoll, advanced Diaghilev £10,000 
against box-office receipts with a further £10,000 advanced on Diaghilev’s request. 
Much of the money was spent commissioning set and costume designs by Léon Bakst 
and securing not one but three Russian ballerinas: Vera Trefilova, Olga Spessivtzeva and 
Lubov Egorova.
The ballet opened on 2"  ^November 1921, showed for 105 consecutive performances and 
closed on 4* February 1922, a run which was respectable but short of the six months 
minimum required to repay Stoll’s advance. Stoll seized the sets and costumes against 
the outstanding debt of £11,000, the company disbanded and Diaghilev was obliged to 
flee England, not returning until three years later. Both the severity of the situation and 
the underlying cause are reflected in Garafola’s observation that,
for the second time in less than a decade, the company collapsed: the force 
majeur of the market place proved as implacable as that of war. The threat 
of legal action, moreover, barred Diaghilev from performing in England 
until late 1924 ... most significantly, the economic failure of The Sleeping
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Princess made very plain the inadequacy of “free enterprise” as a system of
artistic production.
Garafola 1987, p 223
In terms of my own research, the significance of The Sleeping Princess is threefold. 
Firstly, it provides an exemplar of the cultural ‘game’, the distribution of different forms 
of capital and the relationship between them. Secondly, the production highlights the 
reverse trajectory of Russian ballet in London, from the avant-gardism of Diaghilev’s 
pre-Armistice repertoire to the conservatism of his post-Armistice neo-classical 
retrospection. This peculiarity disrupts any simplistic equation between ‘high culture’ 
and modernist experimentation, an issue which is of importance in delineating an 
English modem ballet genre. Thirdly, the costly failure of Diaghilev’s homage to 
imperial classical ballet highlighted the serious obstacles facing any national ballet 
agenda, a fact which was not lost on those involved in subsequent events, in particular, 
the future founder of the Vic-Wells Ballet, Ninette de Valois.
Few agents in the field of early twentieth century ballet can rival Diaghilev’s ‘feel for 
the game’ or the wealth of capital which defines his habitus. Bom into Russian 
aristocracy, well-educated and male, he was well equipped to practice in the cultural 
field and, more importantly, to create a new position. He was not a performer, 
choreographer, teacher, pedagogue, historian or critic, nor was his role purely 
administrative. As an entrepreneur who presided over a ballet company for which he 
made both artistic and business decisions, Diaghilev created a new class of agent 
modelled on his own background, tastes, knowledge, skills and personality.^^
By 1921, Diaghilev had led his company through twelve illustrious years in which ballet 
had been redefined in terms of production, choreographic content, collaborative 
processes and performance standards. Legitimised through box-office receipts, critical 
reviews, a legion of imitators and widespread media coverage, the company’s symbolic 
status had been weakened but not negated by the First World War. It was from this 
position that Diaghilev was able to attract the huge funding necessary for The Sleeping
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Princess, a reminder of Bourdieu’s argument that,
when one knows that symbolic capital is credit, but in the broadest sense, a 
kind of advance, a credence, that only the group’s belief can grant those who 
give the best symbolic and material guarantees, it can be seen that the 
exhibition of symbolic capital (which is always very expensive in material 
terms) is one of the mechanisms which (no doubt universally) make capital 
go to capital.
Bourdieu 1990, p 120
Only someone of Diaghilev’s status could have procured the unprecedented level of 
funding for ballet needed for his vision of The Sleeping Princess. Only such an 
expensive, prestigious production could endow symbolic status on those who performed 
it or saw it. In this sense, the fact that Diaghilev gained the funding is at least as 
significant as the fact that he lost it all.
The lack of widespread approval of The Sleeping Princess is a pertinent reminder that all 
forms of capital are context specific. The original 1890 Petipa/ Tchaikovsky production 
belonged to the elite milieu of the Maryinsky Theatre, St. Petersburg, in a Tsarist Russia 
which sought (and was still able) to emulate the culture of the ancient regime. 
Originally conceived as a tribute to the court of Versailles, the ballet symbolised both 
pre-revolutionary France and pre-Bolshevik Russia, a classical past with little relevance 
to a 1920s London audience. Of equal importance, Diaghilev’s choice of a classical 
masterpiece divided the audience that had supported the Ballets Russes for almost a 
decade in its avant-garde experimentation, from the Symbolist influence on Vaslav 
T\\]msky's L Après-Midi d ’un Faune in 1912, to the Cubist designs of Massine’s Parade 
(1917), Le Tricorne (1919), Pulcinella (1920) and Cuadro Flamenco (1921). Rather 
than the music of Debussy, Satie, de Falla and Stravinsky, Diaghilev asked his audience 
to embrace Tchaikovsky. Rather than the work of Picasso, he offered them Léon 
Bakst’s sumptuous but traditional designs.
Taken out of its original context, Diaghilev’s revival of The Sleeping Beauty lost much 
of its original symbolic status. On the other hand, the economic failure of the 1921 
production worked to intensify its artistic credentials and, thus, in some respects,
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Diaghilev emerges as a loser who wins. This is particularly the case in relation to the 
English ballet community for whom the work represented a dance classicism which, like 
Aurora herself, was yet to be awakened. For example, in her second volume of memoirs 
de Valois was to conclude that
in retrospect, I regard the failure of the Diaghilev Sleeping Beauty as 
of secondary importance when compared with the interest that it 
aroused in traditional classical ballet: it could be said that the seed of 
true appreciation had been sewn in a minority of the slow-but-sure 
British public, but it was a minority that remained steadfast and 
faithful to this new aspect of the ballet.
De Valois 1992, p 48
De Valois was to incorporate the third act of The Sleeping Princess (as Aurora’s 
Wedding) into the repertoire of the Vic-Wells Ballet. The full ballet was staged in 1939 
and again in 1946 to mark the re-opening of the Royal Opera House, Covent Garden, 
after which it became the flagship work for de Valois’ company.
Whatever the economic lesson learned from Diaghilev’s attempt at commercialising 
classical ballet. The Sleeping Princess demonstrated the supremacy of the Russian 
(Cecchetti) training system and re-established the ballerina at the centre of the stage. 
Both factors had immediate relevance to a teaching sector which was striving to raise 
standards and, like Diaghilev, attempting to promote ballet classicism in a period of 
modem tastes and an increasingly dominant popular dance culture.
4.3 Declassification/Reclassification: The Dance Boom’
In Britain, the 1920s was a decade in which several dances were imported from 
across the Atlantic, including the Tango and Charleston which dominate the dance 
press of the period. To some extent, the popularity of ballroom dancing and the 
resulting expansion in ballroom teaching rendered ballet its ‘other’, a situation 
indicative, perhaps, of the growing energy and dynamic of mass culture. For
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example, Hobsbawm, characterises the period 1914-1945 as one in which
the arts (or rather entertainments) which became dominant were those 
aimed at the broadest masses rather than at the large, and growing, 
middle-class and lower middle-class public with traditional tastes.
These still dominated the European ‘boulevard’ or ‘West End’ stage or 
its equivalents, at least until Hitler dispersed the manufacturers of such 
products, but their interest is slight.
Hobsbawm 1995, p 193
For Hobsbawm, the increased visibility of the ‘many’ was achieved through 
developments in reportage, photo journalism, increased distribution of the printed word, 
the development of radio technology and, most importantly, the cinema. As he notes, by 
the late 1930s two cinema tickets were bought for every copy of a daily newspaper.
In Bourdieu’s cultural framework, the enormous interest in both ballroom dancing and 
cinema reflect the principle of ‘popular’ legitimacy, in which consecration is conferred 
by the “ordinary consumer” or “mass audience” (Bourdieu 1993, p 51). The emergence 
of an entirely new film media is, however, a more fundamental shift of power affecting 
all other cultural fields, including dance. The potential threat of an increasingly 
dominant cinema was anticipated by Richardson in The Dancing Times. In a column 
entitled ‘Make Dancing Better Known” he challenged the very notion of a dance boom 
arguing that
there is no such thing to-day as a dancing craze, neither has there been 
a boom in dancing during the present generation ...A director of a 
company which owns more important Dance Halls than any other in 
the country estimates that on a Saturday night in London not more than 
twenty thousand people are at dances whereas on the same day of the 
week upwards of half a million people visit the cinema in the 
Metropolitan area.
Richardson 1927, p 2
What Richardson could not foresee was the positive contribution that the new medium 
would have in promoting dance. By the mid 1930s, the films of Fred Astaire and Ginger 
Rogers were to achieve far more for ballroom dancing than Richardson’s editorial
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influence could ever have done. Within the decade, both The Dancing Times and The 
Dancer had columns dedicated to dance in films, a significant and much needed 
employment context for the increasing number of dancers emerging from a re-organised 
and newly revitalised training sector. Whilst ballroom and ‘stage’ dancing were the 
early beneficiaries, film was to prove useful in promoting early developments in English 
ballet. Following the launch of the BBC first regular transmissions in 1936, television 
provided another level of exposure.^^
In comparison to the number of people whose lives were changed by the invention of 
radio, the ‘talkies’ and television, it is hard to see ballet as anything other than 
peripheral. On the other hand, as Hobsbawm concedes, the period is one in which the 
tradition of the avant-garde and the power of the middle and upper classes was still a 
significant force. As he states, the cultural hegemony of popular entertainment “had not 
quite escaped from the supervision of the educated” Hobsbawm 1995, p 193). In terms 
of ballet repertoire, the appropriation of the popular by (and for) an educated cultural 
elite finds exemplars in the Massine/Satie/Cocteau/Picasso collaboration Parade (1917), 
and Frederick Ashton’s Façade (1931). Both ballets draw on the tradition of the Music 
Hall aestheticised through the European avant-garde: Massine’s Cubist realisation of the 
‘everyday’ and Ashton’s suite of popular dances transformed by the satirical surrealism 
of Edith Sitwell’s poems.
For the ballet community, the dual interests of the ‘high art’ tradition epitomised by the 
Ballets Russes and the rise of popular culture created an identity problem. On the one 
hand, ballet needed to compete with the popularity and accessibility of ballroom dancing 
and other social dance forms; on the other, it could not divorce itself from the European 
tradition of the danse d ’école and the elitism of the academy. Recognition as an art 
form, particularly by the fields of music, visual arts, and drama, was another concern. 
Whether the situation constitutes a split between competing principles of legitimacy, as 
Bourdieu would define it, is a more complex issue than it might seem. In the social and 
cultural dynamic of post-armistice England, clear divisions of the kind he employs 
(‘high art’, bourgeois and popular) are not necessarily useful. The achievements of the
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Music Hall Ballet and the international popularity of Pavlova’s company are clear 
evidence that ballet audiences o f the early twentieth century were not confined by the 
elitism of the opera house or the avant-garde. On the contrary, as noted by Garafola,
the European dance “boom” of the 1920s did not so much aim at creating 
new institutions as converting existing ones to new purposes. In England 
this phenomenon occurred primarily in the commercial arena, where the 
upscaling of music-hall attractions and proliferation of revues vastly 
expanded opportunities for classical dancers.
Garafola 1987, p 216
Evidence of this increasingly mobility can be found in the careers of dancers, teachers 
and choreographers who were instrumental in English ballet. Adeline Genée and Phyllis 
Bedells made their names in the Music Hall before becoming key figures in the Royal 
Academy of Dancing. Ninette de Valois’ dancing career moved effortlessly between the 
opera house and commercial theatre. Edouard Espinosa worked extensively in the 
commercial theatre, at the same time promoting himself as the sole guardian of the 
centuries-old ‘true’ French school of ballet. As I have argued elsewhere, Frederick 
Ashton spent much of the early 1930s working in musical revue and cabaret, as did 
English ballet’s first star couple, Alicia Markova and Anton Dolin.^’
The mobility of ballet, forced by a market economy, was problematic in relation to the 
two fundamental issues facing the training sector. The need to raise standards of 
teaching and the need for a national ballet company which could provide permanent 
employment for dancers and choreographers and facilitate a new English ballet 
repertoire. The diffusion of ballet across diverse performance contexts made the 
standardisation of training more complex and undermined the notion of a ‘home’. The 
obvious alternative was to align the teaching of ballet with the tradition of music and 
drama academies and to re-assert ballet as an art form in the western tradition of ‘high 
art’. Whilst a state funded school or conservatoire was not a realistic proposition in the 
foreseeable future, a teaching organisation solely devoted to ballet was an acceptable 
alternative. A nationally funded ballet company was, similarly, long-term thinking but 
the newly emerging British repertory theatre provided another model which, for de
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Valois at least, had distinct advantages. Writing in 1937 she concluded that,
in England at the moment it is possible to regard the Repertory Theatre as 
the offspring as well as the solution of the national or state theatre idea ... 
for where it presents a slightly more elastic freedom of policy, the State 
theatre is in continual danger of facing periods of inertia ... there is on the 
whole something more democratic and in keeping with this age in the policy 
of the civic or repertory theatre as sponsored in America and England.
De Valois 1937, p 85
From 1931, both Rambert and de Valois nurtured fledgling companies which sought 
recognition for standards and quality rather than popular or commercial success. Both 
ventures involved extricating ballet from the popular culture arena but neither company 
positioned itself as avant-garde. English ballet sought a new middle ground in the 
continuum between the classical and the modem and between economic and symbolic 
capital.
Whilst the formation of the Ballet Club and Vic-Wells Ballet moved the national ballet 
impetus forward, no single event did more to reclassify ballet and raise its symbolic 
status than the incorporation by Royal Charter of the Royal Academy of Dancing (RAD 
1935). The Charter, dated 20^  ^December 1935, is a clear example of the promotion of 
ballet as an art form of significant educational value and, consequently, an asset to the 
nation and Empire. This rationale effectively severed all ties with social dancing and 
popular entertainment, positioning ballet as a distinct genre and its teaching as a distinct 
area of expertise. The document reflects the exchange of educational, social and 
cultural capital in the granting of the highest form of recognition to an organisation 
which could, in return, enhance the nation’s cultural wealth. In this exchange, ballet, 
class and nation are closely linked and mutually implicated.
The Charter begins with the full title of the King, “George the Fifth, by the Grace of 
God, of Great Britain, Ireland and the British Dominions beyond the Seas King, 
Defender of the Faith, Emperor of India” followed by an impressive list of Petitioners 
headed by the Marchioness of Londonderry. The list of names reflects the Association 
of Operatic Dancing’s elite social connections as well as strategic alliances with the
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music and medical professions: Lady Muriel Paget OBE, Sir Hugh Allen GCVO, DMus, 
MA, Sir William Henry Willcox KCIE, CB, CMG, MD, FRCP, Dame Madge Kendal 
Grimston DBE, Sir John Blackwood McEwen MA, LED, Mus. Doc, FRAM and Sir 
Henry John Gauvin MA, MD, MCh, FRCS.^^
It is significant that, despite the growing status of the Vic-Wells Ballet and Ballet 
Rambert, the Association still preferred the term ‘operatic dancing’, identifying its 
mission as “the improvement of the standard of Operatic Dancing and the elevation and 
advancement of the Art of Dancing throughout Great Britain and the British Empire” 
(RAD 1935, pi). Of equal interest, the petition reflects an educational remit which 
provides a clear, persuasive argument for the incorporation of a Royal Academy of 
Dancing
(a) In order that the Art of Dancing in Great Britain may be placed on a
similar basis to that which it has occupied in continental countries for 
over two centuries.
(b) Because the artistic faculties of the growing child are promoted by
the special courses of instruction and by the close relationship of 
dancing to the arts of music and painting while National Dances have 
an historic value.
(c) Because dancing when correctly taught has great educational value
since it develops the control of the bodily movements by the brain 
and the child learns to make quick decisions, to develop individuality 
and to appreciate grace of movement.
(d) Because correct tuition in dancing is now recognised by a rapidly
increasing number of members of the medical profession as a most 
satisfactory method of encouraging normal physical development in 
growing children and also as a means of curing minor physical 
defects.
RAD 1935, p 2
This carefully constructed rationale appealed not only to the Privy Council but to every 
parent who desired artistic, educated and physically poised children. Thus, the 
Association sought to align the rewards of training in an ‘art’ form with two dominant 
social pre-occupations of the period; education and physical health.^^
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Such a comprehensive argument for the benefits of ballet tuition raised a problematic 
issue in the question of access: if  what the AOD was offering was of such value why 
should it be restricted to the few that could afford it? The issue was of equal relevance 
to the other dance teaching societies, as reflected in Doreen Cleare’s (1932) article ‘Is 
Children’s Dancing a Luxury?’ published in the BBO’s The Dancer. N e i t h e r  the 
AOD nor Cleare follow the debate to its logical conclusion: the incorporation of dancing 
as part of statutory education. To follow this line of enquiry would have meant a 
fundamental challenge to the private sector. Thus, the Royal Charter, whilst a 
significant development, did not facilitate a national state funded school of ballet nor 
directly advance the cause for dance as an entitlement for all children.
Nonetheless, that fact that a new ‘Royal Academy’ was created during the ‘Depression’ 
is indicative of Genée’s pro-active leadership. The move was an ambitious one, not 
least because the Association was barely a decade and a half old. In retrospect, the 
application was well timed. 1935 marked the Silver Jubilee of King George V but he 
died in January 1936. Had the application been made any later, the constitutional crisis 
following the abdication of Edward Vlll would have undoubtedly hindered the petition 
process. As it was, the awarding of the Royal Charter (announced in 1935 but officially 
sealed in 1936) meant that the Royal Academy of Dancing had just enough time to 
establish its position as the leading dance teaching association before the outbreak of 
war.
4.4 Gender, Profession and Habitus
Whilst access to ballet was largely determined by social class and the ability to pay for 
tuition, it was also influenced by gender. One of the most notable features of the dance 
teaching press of the period is the absence of the names and images of boys. The 
situation reflects a long history of an art form which, from the mid nineteenth century at 
least, had not been considered an acceptable profession for young men. As noted by 
Ramsay Burt (1995), many of the problems facing the male dancer then, and now.
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emanate from an underlying homophobia in the form of
mechanisms which limit the subversive potential of some representations of 
masculinity (which include disapproval of male dance) [and] can be seen to 
serve the purpose of keeping out of sight anything which might disrupt the 
relations within which men work powerfully together in the interests of men.
Burt 1995, p 23.
Burt identifies one such mechanism in the “silence on the subject of gay male dancers 
and choreographers”, citing Arnold Haskell’s 1934 comment “of the outstanding dancers 
that I know, and I know them all, not one is effeminate in manner, and very few indeed 
are not thoroughly normal” (Haskell cited in Burt, 1995, p 29). As Burt notes, Haskell 
was protecting gay male dancers at a time when homosexuality was illegal in Britain but 
the issue of masculine identities in ballet remains problematic.^^
In relation to the interwar period, there are other factors affecting the lack of male ballet 
dancers and students. The most obvious is the loss of a generation of men (some 740, 
000) in the First World War. According to Pugh (2008, p 125), the result was an excess 
of around 1.9 million women over men. In addition, the popularity of social dance 
forms, particularly modem ballroom, meant that ballet was always competing with a 
more accessible, widespread and socially acceptable dance practice which provided less 
ambiguous masculine identities. The influence of the media is also significant in the 
rising number of children’s books, magazines and comics which re-enforced 
heterosexual stereotypes, directing girls to the dancing school and the dress shop, and 
boys to sports, trains and Baden-Powell’s increasingly popular Scouts organisation.^^
Whilst a career in ballet may have been beyond the contemplation of the vast majority of 
boys and young men, it offered certain advantages to middle class girls and women. 
Attending ballet classes at a local dancing school was one of the few socially acceptable 
activities for daughters of ‘respectable’ families. Since most middle class girls of the 
interwar period were still educated at home, this was an even more important 
opportunity to travel and socialise outside of the domestic environment.^^ In terms of 
dance as a career, the choices were more significant and more complex. As noted by
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Mary Turner (2003) in her study of women’s changing roles, the 1920s offered great 
promise for well educated women in that
the principle of votes for women had been conceded, if not fully 
implemented, and a woman sat in the House of Commons. Equally 
important. Parliament had passed the Sex Disqualification (Removal) Act in 
1919. Under the terms of this Act it was unlawful to refuse a woman entry 
to the professions on the grounds of her sex and as a result many new 
opportunities were, in theory at least, presented to women
Turner 2003, p 53
As Turner goes on to discuss, in practice, a number of factors restricted women’s access 
to the professions. Many of these were influenced by an unstable economy in which the 
employment of men, seen as the main if not sole family provider, had to be protected at 
all costs. One of the most effective government measures was the Marriage Bar which 
forced women to give up their job when they married.^^ Whilst some women 
campaigned against such outright discrimination.
many believed that a married woman had no right to work as she had a 
husband to provide for her. At a time when men were expected to support 
their wives and children, few women would argue for the employment of 
married women while there were men unemployed.
Turner 2003, p 54
Whilst the Marriage Bar operated in the Civil Service and in the traditional professions 
such as medicine, education and law, it was not possible, or necessary, to enforce it in 
the professional theatre. The theatre and entertainment industries were reliant on 
representations of heterosexual love which required the employment of both men and 
women. Thus, the theatre provided opportunities for women as performers which were 
not, as a matter of law, curtailed by marriage.
A career as a professional dancer provided one way of avoiding the Marriage Bar but a 
career as a dance teacher had other significant advantages. As noted by Elizabeth 
Edwards (2001) in her study of women in teacher training colleges, the inter war years
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saw a rise in the number of women in teaching, including an increasing number of 
women from the middle classes. The results of the McNair Report published in 1942 as 
a precursor to the 1944 Education Act, “confirmed the preponderance of women in the 
teaching profession as a whole (some 70 per cent), and their overwhelming 
preponderance in elementary schools” (Edwards 2001, p 13). Edwards also notes that 
the increased status of women’s teacher training colleges was confirmed when, in 1931, 
Queen Mary opened the new buildings of Whitelands College. The transformation in 
teaching from a predominantly working class occupation based on a pupil-teacher 
apprenticeship system to a profession which could attract middle class girls is a crucial 
development. Whilst state education and private sector dance teaching were separate 
realms, the rise of middle class women in the general education of young children 
provided another level of acceptability for the woman ballet teacher. Links between the 
two professions were further enhanced, in theory at least, by the educational remit of 
dance teaching organisations, in particular, the recently elevated Royal Academy of 
Dancing. The woman ballet teacher, unlike the dancer, could be identified with the 
middle class respectability of education rather than the more ambiguous perceptions of a 
theatrical career.
A career in ballet teaching had other benefits for both single and married women. 
Private ballet schools could be opened in local premises, reducing the time and expense 
of travel to and from work. For some teachers, the optimum arrangement was to rent 
premises which combined teaching space with living accommodation.^® A cheaper 
alternative, particularly for young women starting out in their careers, was to convert a 
family living room into a studio and teach from home, an important means of income for 
families who had lost male relatives in the ‘Great War’. Thus, whilst teaching offered 
women the opportunity to work away from home and widen their social sphere it 
simultaneously enabled them to bring their work home and expand their domesticity.
In addition to a level of choice in locating the place of work, teaching ballet offered 
flexible hours and long holiday periods outside of ‘term time’. Holidays were generally 
arranged to parallel the school system, giving ballet teachers significant breaks at
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Christmas and Easter with an extended summer vacation. For married women with 
children such flexibility was particularly important, enabling them to combine their roles 
as professionals, wives and mothers and, in some instances, carers of elderly relatives. 
During term time, schools could operate on any basis between part-time (which could be 
as little as Saturday mornings only) to six days a week, with after school hours from 
Monday to Friday plus Saturday mornings.
From a business perspective, the ‘seasonal’ nature of private studio dance teaching 
required careful financial planning -  skills which few women would have gained 
through a traditional education. In addition, even the most successful teachers had to 
start small and build a school over a number of years. For example, the dancer Anton 
Dolin (1938) describes how Serafma Astafieva started teaching in London with one 
pupil at a rented hall near the Coliseum. Forced to abandon contracts to perform in 
Berlin and New York (due to the outbreak of war in 1914), Astafieva was stranded in 
London and “practically penniless ... [she] did the only thing possible to earn her living, 
starting a school ... nobody knew what hard times she went through as she always 
remained gay and smiling” (Dolin 1938, p 109). Dolin records that after about six 
months Astafieva’s school had grown to eighty pupils and that, in October 1915, she 
was able to put on a charity performance at the Empire Theatre under the patronage of 
George V and Queen Mary. During the First World War her school continued to expand 
until she was in a position to move to a house with a large dance studio in the King’s 
Road, Chelsea. Astafieva provides a prime example of Russian women émigrés who 
were integral in the production of English ballet culture. Her contribution is considered 
more fully in Chapter 6.
The presence of so many Russian performers and teachers in English ballet is also 
indicative of a complex relationship between ballet and issues of national identity. 
Many of the women who were instrumental in English ballet were not English: Genée 
(Danish), Rambert (Polish), Astafieva, Lopokova and Karsavina (Russian), de Valois 
(Irish), Louise Kay (Australian) among them, and yet all saw themselves as part of an 
English ballet movement. In general terms, debates on national identity during the
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period are located around the ‘Englishman’ and his distinction from British and 
European counterparts. This was, after all, the period in which Stanley Baldwin, the 
Conservative Prime Minister, defended the right to use the word ‘England’ “without 
some fellow at the back of the room shouting out Britain” (Baldwin 1926, p 1).^  ^ It was 
also the period of George Santayana’s Soliloquies in England (1922) in which the 
Spanish-American philosopher found “a Wordsworthian relief and consolation in the 
[Oxfordshire] countryside” (Kumar 2003, p 231), and of the ‘Little England’ voiced in 
J.B. Priestley’s English Journey (1934).
As argued by Krishan Kumar, even the work of popular historians such as G.M. 
Trevelyan, H.A.L. Fisher, Arthur Bryant and Ernest Barker reflected a move away from 
‘high politics’ towards the everyday lives of ordinary people and, in particular, life in the 
countryside (Kumar 2003, p 232). In contrast, the 1924 British Empire exhibition at the 
newly built Wembley stadium provides an exemplar of ‘empire marketing’ which, as 
noted by Raphael Samuel (1998), enriched the middle class lifestyle and was greatly 
facilitated by modem mass media.^^ In his paper ‘Ballet Imperial’, Peter Stoneley brings 
both narratives together, arguing that the rise of English ballet was indicative of a 
“feminine afterlife of empire”, recognisable in Santayana’s vision of England as the 
“cottage built in the fallen stronghold” (Stoneley 2002, p 140).
Against a background of nation and empire, the political, social and professional ground 
gained with ‘the vote’, culminating in the Fifth English reform act of 1928, provided 
unprecedented opportunities for women in ballet. By 1939, women occupied positions 
at the top of the teaching hierarchy; as heads of associations, organisation 
administrators, owners of schools, committee and board members, examiners (both in 
Britain and abroad), fund raisers, performance organisers, authors of teaching related 
texts and journal contributors. However, in arguing a transition from a male to female 
dominated profession, I do not want to imply any unified or universal concept of 
‘women’. Nor do I want to suggest that all women were ‘good’, either in terms of the 
quality of their work or in their exercising of newly acquired positions of agency and 
power. On the contrary, the sheer number of women entering the profession would
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suggest the potential for an increased range of identities and diverse power relations. 
From this perspective, an analysis of women in the teaching profession is a study of the 
individual habitus rather than a general, collective set of dispositions.
In conclusion, in this chapter I have identified some of the structural relations between 
the field of ballet and the wider field of power and delineated a discursive framework for 
an analysis of women’s agency which emphasises the inter-relatedness of class, gender 
and national identity. Within this matrix, the woman ballet teacher can be positioned as 
a producer of classification, hierarchies and identity politics, taking her part in the acts 
of recognition (and misrecognition) which constitute the field, exchanging and 
converting different forms of capital and making decisions which shape both her own 
career and the careers of others.
4.5 Notes
* Bourdieu expresses this as a process of ‘refraction’ with the field acting as a
prism with its own “specific laws of operation”. (Bourdieu 1993, p 182)
 ^ For a critique of Bourdieu’s somewhat totalising concept of class/power relations
see Jeff Browitt’s chapter ‘Pierre Bourdieu: Homo Sociologicus’ in Browitt & 
Nelson (eds) (2004, pp 1-12)
3 As noted by Skeggs (2004), Bourdieu’s use of economic metaphors such as 
‘capital’ to challenge the centrality of the economic sphere is somewhat 
contradictory.
Skeggs argues that the process of conversion challenges any overall reduction to 
‘exchange-value’” and, further, that the distinction between ‘use-value’ and 
‘exchange value’ explains those local cultural resources which do not operate as 
forms of capital but are of worth to those who make and use them (Skeggs 2004 
P 17).
Bourdieu terms this self perpetuating system of belief illusio.
I refer to the impact of the Wall Street Crash of 1929 which dominated the 
British economy until the mid 1930s.
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 ^ In the Imperial monetary system 21A equalled one guinea, or one pound and one
shilling. For the sake of consistency, I have given all prices in total shillings.
 ^ The single page Craske-Ryan document is part of an un-catalogued collection of
materials belonging to Philip Richardson and bequeathed to the RAD Library. 
The timetable is not dated but the studio was opened by Margaret Craske and 
Mabel Ryan in 1927.
 ^ Approved makers included Gamba in Dean Street, Frederick Freed in Charing
Cross Road, Porselli in Cambridge Circus and Anello & Davide in New 
Compton Street.
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The development of nylon by American scientists in the late 1930s was to 
revolutionise ballet wear but in the 1920s and 1930s silk and cotton were the 
dominant materials.
In other contexts well-worn and makeshift practice wear could be considered 
‘chic’ and signify status. See, for example, the discussion of Astafieva, Chapter 
6, (pp 149-160).
It follows that meeting the expense of specialist clothing and grooming is a key 
narrative strand in Streatfeild’s fictional ballet/theatre training in Ballet Shoes 
(see Chapter 8).
The nature of Keynes involvement and the extent to which his influential 
economic theory may have been influenced by the ballet profession is the subject 
of Carla Stalling Huntington’s (2003) paper Ninette de Valois, Lydia Lopokova 
and John Maynard Keynes, III; Economics and Ballet in London 1932-1942.
Her argument rests on similarities between de Valois’ strategy of state subsidy 
for English ballet and Keynes’ theory of increased government spending as a 
way of stimulating the depressed economy. Whilst I make no such argument, de 
Valois’ far-sightedness and astute business acumen are considered in Chapter 6.
For a detailed account of the dissolution of the Camargo Society see Kane and 
Pritchard (1994) or Walker (1995). The role of this Society in the development 
of an English ballet identity is challenged later in this thesis (see Chapter 7, pp 
199-205).
Rambert’s struggles against financial hardship and the construction of her 
identity as a highly resourceful woman are considered in Chapter 6.
This is not to deny the success of ballet in the Music Hall but to question its 
status as an autonomous art form within that context.
The Diaghilev model and the extent to which it was modified by women in 
English ballet is another issue considered in Chapter 6.
18
19
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For a detailed study of the original 1890 production and its controversial revival 
in 1999 by the Maryinsky Ballet, St. Petersburg, see Scholl (2004).
Hobsbawm cites Stevenson (1984) British Society 1914-1945 as the source for 
these statistics.
See for example, Janet Rowson Davis’ (1982, 1984) studies of ballet on early 
British television also mentioned in Chapter 3 (p 71).
See my own paper After the Event: Reconstructing Ashton’s Past in Jordan, S. 
(ed) (2000) Preservation Politics: Dance Revived, Reconstructed, Remade.
Many of these Petitioners were members of the Grand Council set up as part of 
the Association’s preparations for the Royal Charter application.
It is worth noting that this educational model predates the introduction of Laban- 
derived ‘modem educational dance’ after the Second World War. Whilst it is 
beyond the remit of this thesis, the contribution of dance teaching societies to 
models of dance education warrants further research.
Cleare makes even more dubious claims for dancing as the only possible antidote 
to the miseries (clumsiness, self-consciousness, etc.) of the ‘awkward age’.
Judith Lynne Hanna’s (1988) Dance, Sex and Gender was one of the first studies 
to include men in ballet, although Burt is critical of her work. More recent 
perspectives include Kai Lehikoinen’s (2006) study of vocational dance training 
for boys in Finland and Jennifer Fisher’s (2007) article. Make it Maverick: 
Rethinking the “Make it Macho” Strategy for Men in Ballet, in which she 
challenges the ‘polarizing tactic’ of ballet machismo.
The increase in children’s literature and the girls’ school story genre is 
considered in Chapter 8 with specific reference to Noel Streatfeild’s (1936) novel 
Ballet Shoes.
This was particularly the case for older girls, since only a minority attended 
secondary schools. Statistics vary but Todd’s (2005, pp 68-69 ) research using 
the 1931 Census indicates that the figures for secondary school education in 
England at that time were 24% of 14-year old girls and 26% of the same aged 
boys.
The enforcement of the Marriage Bar began to be eased from the mid 1930s and 
officially ended with the 1944 Education Act.
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It is not my intention to deny or underestimate the challenges faced by women in 
combining marriage and a career, but to point out that, in the theatre at least, this 
was a possibility.
30
31
32
For example, Serafina Astafieva, Enrico Cecchetti and Edouard Espinosa all 
operated from combined studios/homes.
For a more detailed discussion of Baldwin’s national identity politics see Krishan 
Kumar (2003, pp 229-231).
In his informative study, Samuel cites the importation of tropical finit, the 
chocolate and cocoa industries, empire cruises and the formation of British 
Imperial Airways (in 1924) as prime examples of empire marketing.
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Chapter 5: “Madam President”: Women in the Academy
5.1 Introduction
As noted in Chapter 1, the growing number of women entering the ballet profession 
during the 1920s and 1930s provides numerous opportunities for the study of gendered 
power relations. I begin with women’s entry into the traditional male bastion of the 
Academy, where the dancing masters of the European Renaissance had long since 
established control over technical and choreographic knowledge. Rather than isolate 
women’s agency, I trace a path from competition between rival male ballet ‘experts’ to 
the negotiation of mutually beneficial positions by two women who redefined the 
professional ballet hierarchy. The appointment of the Danish ballerina, Adeline Genée, 
as the first President of the Association of Operatic Dancing is identified as a ‘turning 
point’ in the re-gendering of technical and pedagogical knowledge, providing a new 
role model for young women wanting to become teachers.
The current headquarters o f the Royal Academy o f Dance (RAD) is imbued with the 
traces o f its AOD origins. Five o f the studios are named after the founder members. On 
the first floor are studios named after Adeline Genée and Phyllis Bedells, the Philip 
Richardson Library, and a Committee Room adorned with images o f women who made 
their mark on the organisation. Dominant amongst these are large portraits o f  Genée, 
the Academy's first President. From a certain position at the committee table I  can feel 
her staring at me from two sides; a young dancer kneeling at the end o f one o f her 
famous solos, tying her shoe ribbons, and a mature woman, a Dame o f the British 
Empire, standing regally for a fu ll length portrait.^ These two images seem to
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encapsulate the rise o f women dance professionals; the transformation from dancer to 
teacher andfrom daughter to mother.
On the second and third floors are the studios named after Lucia Cormani, Tamara 
Karsavina and Edouard Espinosa: a separate building known as the Fonteyn Centre 
comprises studios dedicated to Ninette de Valois and Frederick Ashton. Genée never 
saw the current building, but she would have approved: despite the much larger and 
more modern facilities in the Fonteyn Centre, her studio still hosts the most prestigious 
examinations, competitions, presentations and social events. She would have approved, 
too, o f the continued association between the RAD and Ninette de Valois, a Vice- 
President o f the Academy until her death in 2001 and the person invited to open the 
newly refurbished Philip Richardson Library in 1989.
The Genée Archive is a lovingly collated gift hidden away in an unimpressive metal 
cabinet in the Library. For years I  have passed it by without a second thought but now, 
here I  am, looking through documents, images and artefacts which begin to illuminate 
the life and work o f a remarkable woman: typed drafts fo r speeches and presentations; 
sections o f an unfinished and unpublished autobiography; photograph albums recording 
her career in the Music Hall; official portraits marking the conferment o f honorary 
degrees and awards; the original Genée Gold Medal presented in 1930; copies o f 
Annual Reports and other corporate records; letters from professional colleagues, 
students and admirers. As I  select and set aside some o f these traces, I  engage in the 
process o f historical representation and narrative discourse: here she is, this Goddess, 
mother and matriarch, Adeline Genée, on the steps o f Waring & Gillow on Alexandra 
Rose Day 1919 (Table 2, p  110) dancing with three o f her young pupils (Table 3a and 
3b, pp 111-112), remembered through the Gold Medal awarded in her name (Table 4, p  
113) and resplendent in her doctoral robes (Table 5, p  114).
The appointment of Adeline Genée as President of the newly formed Association of 
Operatic Dancing (AOD) in 1920 gave rise to a series o f struggles for ownership of 
ballet knowledge, pedagogy and training. The contest engaged all areas of the field and
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Table 2: Adeline Genée (centre) on Alexandra Rose Day, June 23rd 1919 
(photographer unknown: Genée Archive, RAD)
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Table 3a: Adeline Genée with Three RAD Scholars (date and photographer 
unknown: Genée Archive, RAD)
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Table 3b: Adeline Genée with Three RAD Scholars (date and photographer 
unknown: Genée Archive, RAD)
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Table 4: The Adeline Genée Gold Medal inscribed with an image of the Mother 
Goddess. (Photograph by Jenny Walton 1976)
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Table 5: Adeline Genée in Doctoral Robes 1946 (photograph by Gordon Anthony: 
Genée Archive, RAD)
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forced agents to state their allegiance to one preferred teaching society. At the same 
time, the number of newly emerging professional roles, many of them taken up by 
women, challenged the hegemony of the ballet master/choreographer. As women 
entered the academy, power relations took on more complex dimensions prompting 
a series of ‘positionings’ which were to have long lasting influence in shaping the 
professional field. In this chapter, 1 consider internal relationships within the AOD 
and external relationships between the AOD and its competitor, the Imperial Society 
of Teachers of Dancing (ISTD). Focus is achieved by concentrating on a group of 
agents whose power and status can be understood as co-constructed and mutually 
dependent: Philip Richardson, Cyril Beaumont, Edouard Espinosa and Adeline 
Genée. As editor of The Dancing Times and Secretary of the newly formed 
Association, Richardson created a unique power base from which he was able to 
recognise, authorise and consecrate the AOD’s work and simultaneously marginalise 
the impact of its main rival. Whilst he was astute enough not to render the ISTD 
invisible in the pages of his journal, details of developments in the AOD (new 
syllabi, examinations, publications and charity performances) were carefully 
prioritised. Such bias might be rationalised by the fact that the ISTD had its own 
publication for members and the AOD did not, however, in using the much greater 
circulation of The Dancing Times, Richardson was able to reach a much wider 
readership. For this reason, Richardson, the AOD and The Dancing Times were an 
influential combined force in the professionalisation of ballet teaching throughout 
the interwar period.
For Cyril W. Beaumont, publisher, bookseller, dance writer, enthusiast and future 
Chairman of the ISTD, Richardson’s move to rally the ballet teaching profession 
under a single banner required a strategic response. The codification and 
preservation of Enrico Cecchetti’s system of training, culminating in A Manual o f  
the Theory and Practice o f  Classical Theatrical Dancing (Méthode Cecchetti) in 
1922, created an alternative pedagogy and a new professional role for Beaumont. 
The launch of the Cecchetti Society in the same year, and its amalgamation with the 
ISTD in 1924, provided Beaumont vsdth the multiple roles of Chairman of the
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Cecchetti Society, Member of the ISTD Administrative Council and editor of Dance 
Journal.^
Whilst Richardson and Beaumont epitomise competition between dance teaching 
societies, struggles for power also operated internally, particularly in the context of 
the AOD which had five founding members in addition to Richardson himself 
Adeline Genée, Phyllis Bedells, Tamara Karsavina, Lucia Cormani and Edouard 
Espinosa may have provided an unrivalled team of experts but they also represented 
a variety of interests, artistic and professional. The fact that Genée, and not Bedells, 
was elected President is rarely mentioned in any accounts of the period, and yet, the 
promotion of an English rather than a Danish ballerina would have been more 
politically adroit. Similarly, the choice of a ballerina president, rather than a leading 
male pedagogue such as Edouard Espinosa, would seem a significant development 
worthy of more attention than it has received to date.
The events leading up to and including the formation of the AOD in October 1920 
are worth identifying, albeit briefly, as a preface to an analysis of power relations. 
Of Richardson’s numerous accounts, the report in the November issue of The 
Dancing Times provides the most detailed description of the second ‘Dancer’s 
Circle’ Dinner during which the new society was proposed.^ The ‘Dancer’s Circle’ 
was a development instigated by Richardson some months earlier in response to the 
suggestion that
those interested in the higher form of dancing should meet together once 
every two months at dinner, and afterwards discuss interesting subjects 
relative to their art.
Richardson 1920, p 91
The ‘Circle’ provides an early example of Richardson’s habitus in maximising his 
social capital and orchestrating, if not always controlling, group discussions. 
Locating these meetings within a social context was also an astute means of de- 
formalising critical debates and avoiding any direct connections with employers or
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professional affiliations. The Trocadero Restaurant was a suitably ‘upmarket’ venue 
for the discussion of the ‘higher art’ of dancing and another example of the symbolic 
positioning of ballet within London’s social and cultural elite.^
Richardson records that around seventy people attended, ensuring that this was a 
legitimate representation of the profession rather than a gathering of a few like- 
minded individuals. As appropriate for a ‘Dancer’s Circle’ he begins by naming 
eminent dancers in attendance, including Genée (President), Karsavina, Bedells, de 
Valois, Frederica Derra de Moroda, Marjorie Stevens and Moreen Lawrence.^ 
Having engaged the support of high profile dancers as well as respected teachers, 
Richardson was able to steer the main business of the meeting toward his intended 
outcome that “the occasion would not be missed of doing something definite to raise 
the standard of operatic teaching in this country” (Richardson 1920, p 91).
Various strategies were proposed during the course of the meeting, three of which 
were to prove significant: the need for examinations, the setting up of an Annual 
Technical School for teachers and the elimination of ‘bad teaching’ through 
correction of ‘erring ways’. The latter was voiced by Espinosa who proposed that 
“in the opinion of this gathering the time is now ripe for the formation of an 
Association of Teachers of Operatic Dancing in this country” (Richardson 1920, p 
93).^ The formation of a committee, with Genée as President, was subsequently 
proposed and carried. Richardson then records that the meeting were surprised and 
delighted to be served with plates of cakes decorated with dancers made of sugar -  a 
gesture from the Trocadero management in return, no doubt, for the considerable 
patronage of the dance profession.
In her status as elected head of a prestigious new dance teaching association, Genée 
represented multiple transformations: the progression from dancer to teacher, from 
individual to collective identity and from male to female monopoly of ballet 
teaching. As a dancer, she had reigned as ballerina of London’s Empire Theatre 
(1897-1907), toured America (from 1907) and returned to perform at the Coliseum
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and Alhambra Theatres from 1911 until her retirement in 1917 (Guest 1958). As 
President of the AOD she continued to perform in charity events, maximising her 
credentials as a performer and artist whilst simultaneously creating a new 
professional role as an authority on teaching, leader of a rapidly expanding 
international organisation, and a woman in a previously male dominated 
professional arena.
Confirmation that the AOD was in the hands of women dancers whose ideas, 
opinions and decisions would, from now on, carry unprecedented weight, can be 
found in the December issue of The Dancing Times which followed the second 
‘Dancer’s Circle’ Dinner. In an article entitled ‘The Future of Ballet’, Genée, 
Karsavina and Bedells (1920) each outline an agenda which, collectively, reveal 
some of the key challenges facing the AOD.^ At the same time, each dancer offers 
encouragement, insisting that England has all the pre-requisites for a permanent 
ballet and that any difficulties can be overcome. For Genée, the difficulties include 
the lack of a notable choreographer and the inherent prejudice against male dancers. 
Karsavina emphasises the need for financial support whilst Bedells encourages 
English dancers not to give up too easily in the face of ‘foreign’ competition. All 
three ballerinas re-instate their credentials in terms of their own training and 
performance lineage, Genée bemoaning the closure of the school attached to the 
Empire Theatre, Karsavina recognising the benefits of her own combined vocational 
and academic education under the Russian Imperial system, and Bedells 
emphasising the “uphill work” for the English dancer (p 180).* The importance of 
lineage is writ large in Genée’s advocacy of the operatic dancing tradition as 
inherited from the nineteenth-century and her conclusion that “any attempt to 
introduce radical changes to its technique or construction would be fatal to the 
success of its career” (Genée, Karsavina and Bedells 1920, p 177).
The combined voices of three ballerinas stands in stark contrast to the lengthy, 
detailed technical articles by the English dancing masters, including Edward Scott 
and Charles D’Albert which dominate the pages of The Dancing Times in the late
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nineteenth and early twentieth century. With the addition of Queen Mary as the 
AOD’s Patron (in 1928), the newly emerging female authority was consolidated, 
forcing the male dance ‘expert’ to reconsider his position within the pedagogical 
hierarchy. For theatre dance forms like ballet, this hierarchy was characterised by a 
fluctuating tension between two kinds of experts: the performer/expert and the 
spectator/expert, the latter including the ballet historian, enthusiast and critic. This 
is not to suggest a practice/theory binary opposition. Many of the spectator/expert 
community had undergone dance training and some, like Richardson, were 
accomplished dancers. At the same time, dancers like Genée, Bedells and Karsavina 
were all educated women with wide ranging knowledge of dance beyond their own 
immediate performance experience. Nonetheless, the professionalisation of ballet 
teaching was reliant, to some extent, on a distinction between roles (performer, 
teacher, pedagogue, choreographer, company director, critic, historian) even as 
individual agents sought to combine them. With the appointment of Genée, the 
gendering of ballet knowledge and the consecration of the ballet ‘expert’ became 
less stable, a situation which finds exemplars in two relationships identified at the 
beginning of this chapter: the competition between Richardson and Beaumont (and 
by extension, the AOD and ISTD), and the internal struggle for authority between 
Genée and Espinosa leading to the formation of the British Ballet Organization 
(BBO) in 1930.
5.2 The Male ‘Expert’: Philip Richardson and Cyril Beaumont
As noted by Randal Johnson, in the ‘game’ of culture “adversaries whom one would 
prefer to destroy by ignoring them cannot be combated without consecrating them” 
(in Bourdieu 1993, p 42). The point has relevance in an analysis of the position of 
ballet ‘expert’ which both illuminates and is illuminated by Bourdieu’s conceptual 
model. Philip J. Richardson and Cyril W. Beaumont occupy very similar positions 
in English ballet practice of the interwar years. They were both English, middle 
class, educated professionals with a passion for ballet and a vested interest in 
defining a role for the non-performer/teacher. Whilst their backgrounds differ in
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some respects, their proximity in class, gender, nationality and ethnicity suggest a 
similar habitus, a situation which necessitated a particular nuance of game playing.
Richardson and Beaumont have been the focus of some of the more recent research 
on English ballet, including Geraldine Morris’ (2003) paper on an ‘English Dancing 
Style’. Morris draws on Bourdieu (1993) in order to identify dance training as a 
field of cultural production which is
self-structuring and includes not only artists but also all those who 
contribute to, or are involved with, the art. These individuals, groups, 
institutions and consumers act in ways which are appropriate to their 
function but also use strategies to further their own objectives, their 
place in the hierarchy and the value of the art form itself.
Morris 2003, p 86
Morris places significant emphasis on the role of dance journal editors, in particular, 
the competition between Richardson and Beaumont and the teaching associations 
which they served. Like Morris, I acknowledge the role of journalism in the field of 
ballet production but extend the analysis in order to examine ways in which 
Richardson and Beaumont both define, and are defined by the position ‘editor’, and 
by extension ‘expert’.
The most detailed account of Beaumont’s role is found in Katherine Sorley Walker’s 
study, originally published as a series of papers in Dance Chronicle (Walker 2002a, 
2002b, 2002c) and, more recently, in book form (Walker 2007). Walker considers 
Beaumont as the more passive of the two men and less embroiled in the intricate 
power relations which dominated the profession. For example, she describes 
Richardson as “a tall, elegant, forceful and gregarious man ... [who] was revealed as 
a power in mainstream ballet, operating on countless committees and always closely 
linked with personalities and projects” (Walker 2002a, p 84). By contrast, she 
characterises Beaumont as “basically much more retiring ... [with] none of the 
extroverted magnetism of Richardson ... a man happy to work on his own and
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pursue his own ideas in his own way” (Walker 2002a, p 85), concluding that both 
men were essentially developing a similar career in a relatively small profession, 
leading, inevitably, to increasing rivalry.
Morris provides a more detailed insight into the nature of the competition between 
the two men, suggesting that.
it was not only in their respective roles as editors that the two conflicted 
but also in their attempts to control and support their respective training 
systems and, in Richardson’s case, favoured dancers.
Morris 2003, p 89
Morris, like Walker, sees Beaumont as something of the underdog and Richardson 
as a somewhat aggressive figure who was older (by some fifteen years), more astute 
and a superior manipulator. Both scholars present persuasive accounts and, as has 
been shown, there is ample evidence to indicate that Richardson was a man who 
knew what he wanted and how to get it. Moreover, he exerted influence across 
ballet and ballroom teaching circles, a professional mobility which was uniquely his. 
Nonetheless, in relation to the work of the AOD Richardson was, like everyone else 
in the organisation, accountable to Genée who was quite capable of dealing with his 
ambition and imperious personality. Indeed, there is evidence to suggest that 
Genée’s strength of will was equally dominant. For example, Kathleen Gordon, 
who joined the organisation in 1921 as a secretary, recalled the first day an 
immaculately dressed Genée came into the AOD office and
extended a hand gloved in snowy whiteness, into which I placed my own 
grubby paw, and in her deep and husky voice (so unlike a dancer’s) said 
“That curtain is damnable! Get rid of it!”
Gordon cited in Parker 1995, p 8
Gordon also suggests that Genée had a specific way of dealing with arrogance and 
imperiousness, adding.
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I loved her sense o f the ridiculous, allied to the impishness which would 
peep out every now and then in her dealings with Philip Richardson and 
certain of the more pompous members of what later became known as 
The Council.
Gordon cited in Parker 1995, p 8
In terms of the chain of command. Minutes of the Annual General Meetings indicate 
that Richardson’s role as Secretary provided no serious challenge to Genée’s 
authority as Chair, a status which was allocated to Bedells, not Richardson, in the 
President’s absence.^ Of equal importance, Genée was astute enough not to afford 
Richardson the kind of editorial control over the AOD’s Gazette that he enjoyed in 
his own publication. From the outset, Genée ensured that her name and views were 
printed on the front page.^®
Beaumont’s nature may have been more reticent than either Genée or Richardson 
but he was not averse, on occasion, to showing the same kind of autocratic 
tendencies. For example, in an extended editorial column in the February 1930 issue 
of the Dance Journal he launches an undisguised attack on what he sees as a 
damaging lack of professionalism amongst ‘a few Members of [the ISTD] Council’. 
Using the notion of ‘Esprit de Corps’ and writing as ‘we’, he accuses members of 
self interest, over-possessiveness and leakage of information to rival societies, 
adding
Traitor’s Gate and Tower Hill have fallen into disuse, but there are times 
when we cannot help thinking it a pity that modem views on humanity 
forbid the use of the old cure for these little troubles, the remedy so 
strongly advocated by Carroll’s Queen of Hearts, for it was once the 
simplest and most efficient.
Beaumont 1930, p 2
Whilst his remarks reflect a fierce loyalty to the ISTD and were, presumably, 
intended as ‘tongue-in-cheek’, the publication of such direct and vehement criticism 
of his own colleagues is unusual and, by today’s standards, potentially libellous. It 
is, perhaps no co-incidence that such issues should have reached a peak in 1930, 
when the emergence of another direct rival in the BBO threatened the ISTD’s 
business. The AOD committee did not publish any comparable polemic but the
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issue of increased competition regularly appears on meeting agendas from the first 
available Minutes in 1933.
From an ISTD perspective, the dance press would seem to be controlled by 
advocates of the AOD to the extent that the Dance Journal operated as a rather 
solitary mouthpiece for the older of the two societies. The situation may have been, 
as Walker and Morris suggest, partly due to the more dominant influence of 
Richardson and the AOD but there are other factors worth considering. It could be 
argued, for example, that through the re-structuring of the organisation in 1924, the 
ISTD sought both a specialist identity and increasing diversity, a difficult challenge 
for any business venture. The composite structure of five different generic branches 
also complicated the management structure, presenting not just one but several 
hierarchies.'^ In relation to ballet, the inclusion of two different ‘branches’ 
(Operatic Dancing and the Cecchetti Method) divided the ISTD ballet market and, 
inevitably, resulted in a level of confusion and internal competition. Ultimately, 
neither branch could compete with the exclusive focus, professional connections and 
royal patronage of the AOD.
However influential the editorial roles of Richardson and Beaumont may have been, 
the relationship between publications such as The Dancing Times and Dance 
Journal and the teaching community needs to be interpreted as reciprocal. Both 
editors had the power to promote or demote individual teachers and schools but this 
is balanced by the ability of their respective readers to recognise and challenge 
professional bias. With the publication of The Dancer (from 1928), Richardson and 
Beaumont’s monopoly was challenged by the existence of another journal which, 
through its editor, Edouard Espinosa, also had direct links with the AOD. The first 
issue suggests that the new journal was welcomed by the ballet community as one 
which, unlike The Dancing Times, would relate specifically to their particular genre. 
A congratulatory letter from Pauline and Noreen Bush, leading teachers with 
connections to the AOD and ISTD, makes the point clearly. The letter, cited within 
Espinosa’s column, ‘The Editor’s Chair’ begins
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we hail with the greatest delight the advent of your new publication ... 
We hope it will foster and help members of the Operatic Association 
who are endeavouring to carry through the high art of dancing on 
traditional lines. Unfortunately, in the past, we have been rather left in 
the background from a publicity point o f  view, whereas other forms of 
dancing, not having these great traditions, have received the help of 
dance journals. We hope “The Dancer” will be a mouthpiece for the 
various schools in England.
Bush and Bush cited in Espinosa 1928, p 4
Whether the italics were in the original letter or added by Espinosa is unclear, 
however, the letter constitutes one of the earliest signs that the ballet teaching 
community was demanding a greater level of independence and recognition than 
Richardson, a ballroom dancer, expert and enthusiast, could provide.'^ Two years 
later, Pauline and Noreen Bush’s expectations were quashed when The Dancer 
became the official publication for the newly formed British Ballet Organization 
rather than the non-sectarian voice they had envisaged. By the mid 1930s, when all 
of the main dance teaching associations had established their own membership 
journals. The Dancing Times was forced to redirect its energies away from teaching 
and towards the increasing opportunities for English ballet performance.
Professional rivalry between Beaumont and Richardson was further complicated by 
the emergence of Arnold Haskell as a rising young balletomane with a strong 
background in ballet and a Cambridge education. Neither Morris nor Walker give 
significance to his impact on the field and yet, the arrival of a third male ballet 
expert with a capacity for professional networking to rival Richardson’s own, would 
seem important. Haskell had studied with Astafieva alongside Anton Dolin and 
Alicia Markova and went on to forge a multi-faceted career as critic, historian, 
school director and dance educationalist. He was a regular contributor to the ballet 
press, critic of the Daily Telegraph from 1935, centrally involved in the launch of 
the RAD teacher training course in 1945, and a subsequent Director and Governor of 
the Royal Ballet School. His first of many books, Balletomania, published in 1934,
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contained a critical evaluation of developments in English ballet which included 
recognition of the burgeoning training sector. For Haskell, the professionalisation of 
ballet teaching constituted progress but the model of syllabi and examinations was 
limited in its capacity to produce great artists. Nonetheless, he gives praise to the 
work of both the AOD and ISTD (entirely neglecting Espinosa and the BBO) 
without engaging in technical debates or open partisanship.
Haskell’s diplomacy is also reflected in descriptions of Beaumont and Richardson in 
which he carefully distinguishes between their individual interests and skills and, at 
the same time, pokes fun at the culture of balletomania itself. Describing Beaumont 
as “a storehouse of knowledge, who under a very precise manner conceals a real 
passion, and is as gloriously mad as I am”, he adds,
when we meet it is with pleasure, but each of us is always a little on the 
defensive, having possessions that the other covets, and one can never 
quite trust an enthusiast alone with one’s treasures.
Haskell 1934, pp 195-196
Haskell worked with Richardson on a number of ventures including the instigation 
of the Camargo Society in 1930 and the publication Who’s Who in Dancing 1932 
(Haskell and Richardson 1932) which drew on their combined knowledge and 
professional networks. For Haskell, Richardson was a “whole-hearted enthusiast, 
and a remarkably fine organiser, the rare practical man in this crazy world of 
charming but difficult people” (Haskell 1934, p 199).
Ultimately, allegiance to rival teaching associations is one way in which Richardson 
and Beaumont created individual spaces for their similar ambitions and ‘feel for the 
game’. Rather than ‘winner’ and ‘loser’, the two men emerge as equal players who 
are co-constructors of each other’s professional identity. Of more interest to my 
own research is the male monopoly of writing on ballet, including the editorial role, 
at a time when women were gradually gaining control of what was taught and how. 
One possible explanation is that, despite the ground gained by women, the
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profession was still permeated by a patriarchal hierarchy in which theoretical 
knowledge and its distribution in print was associated with men. From this 
perspective, Richardson’s decision to publish Beaumont’s translation of Jean- 
Georges Noverre’s (1930) Lettres sur la danse et les ballets in The Dancing Times, 
emerges as a strategic re-enforcement of a maie legacy rather than a ceasefire in 
teaching society sectarianism.'^ Ultimately, both men had a vested interest in 
maintaining the role of the professional male dance writer. As a publisher and 
bookseller, editor, writer and translator, Beaumont’s credentials were eminently 
superior.
Following this line of argument, the challenge for women was to establish an 
authoritative identity in teaching which was not diminished by a theory/practice 
hierarchy, a much more ambitious undertaking than outnumbering male teachers. 
One strategy was to take position as writers on ballet and challenge the male 
hegemony. As I show in subsequent chapters, a number of women were able to 
move into the ballet press, publishing in a variety of contexts: dance journals, 
newspapers, biographies and autobiographies, dance history books, technical 
manuals, women’s magazines, children’s fiction and theatre programme notes. 
Louise Kay’s involvement in setting up The Dancer magazine (in 1928) is one of the 
earliest examples of women entering the editorial terrain which I consider in more 
detail in Chapter 8. Other examples include Margaret Craske’s co-authorship (with 
Beaumont) of The Theory and Practice o f Allegro in Classical Ballet (1930) and 
Ruth French’s work with Felix Demery on First Steps (1934), based on the AOD 
Elementary Syllabus. The rise of the first women dance critics, P.W. Manchester 
and Audrey Williamson, is another significant anti-hegemonic development. With 
the publication of de Valois’ Invitation to the Ballet in 1937, the supremacy of the 
male ballet writer/expert was challenged on an entirely different level: the object of 
so much writing decided to become the writer herself.
5.3 Ballet Masters? Edouard Espinosa and Adeline Genée
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Whilst Richardson and Beaumont represent competition between rival organisations, 
the relationship between Espinosa and Genée provides an exemplar of internal 
struggles for domination of ballet pedagogy with a significant gender dimension. As 
a ballerina, Genée could claim a direct lineage to the past through her training in the 
Boumonville school but Espinosa’s credentials as a pedagogue were equal if not 
superior. His father, Léon Espinosa, had been a pupil of Coralli, Taglioni, Perrot 
and Petipa before becoming an accomplished dancer at the Paris Opera and the 
Imperial Theatre, Moscow. Espinosa senior had regularly performed in Britain from 
the mid nineteenth century but it was the opportunity to choreograph for the Royal 
Opera House, Covent Garden, which convinced him to move to London 
permanently, where he ran his own studio in Kensington and worked in pantomime, 
music hall ballet and other popular entertainments (Pritchard 2007).'"' The young 
Edouard Espinosa inherited both his father’s technical knowledge and a concern that 
the standards embodied in the danse d ’école be maintained. On the death of his 
father in 1903, Espinosa the younger was well placed to represent the French 
‘school’ of ballet in England.'^
Edouard Espinosa worked across the various contexts in which ballet teaching 
operated. He taught, examined, ran his own school, was centrally involved in not 
one but two teaching associations, directed performances, edited journals and 
published several articles and books on technique and pedagogy (Espinosa 1913, 
1916, 1948). In this respect, his range of experience and skills was greater than that 
of Genée and, arguably, more directly relevant to the task of heading a teaching 
organisation. In 1916, his response to what he perceived as the declining standards 
in the teaching of ballet was published by Richardson in The Dancing Times and 
used as a platform for on-going debate. As shown in Table 6 (p 126), the brief 
manifesto, entitled ‘What Every Teacher Of Operatic Dancing Ought To Know And 
Be Able To Teach’ (Espinosa 1916), took the form of a concise syllabus which set 
out the requirements of all ballet teachers. At the same time, the document gave 
Espinosa the necessary public platform for naming and owmng the ‘true’ techmcal 
foundation for the art of operatic dancing.
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Espinosa claimed to have invented the term ‘operatic dancing’ in 1897 to indicate
“the real French and only technique of the chorégraphical Art in Great Britain”
which provided the basis of a “campaign of correction and progression” (Espinosa
1948, p 19). The aims of his tuition were to provide
the Dancing of the French Operatic (or Ballet) School (sometimes 
erroneously termed Russian dancing), the foundational and only correct 
Dancing, which for over Two Centuries has produced the best Teachers 
and Dancers, a result to which no ‘system’ can point, and is in contrast to 
the garbled ‘systems’ which have arisen from time to time, seemingly 
invented for the confusion, instead of the elucidation, of the Art.
Espinosa 1948, p 20.
Table 6: Edouard Espinosa’s Manifesto {The Dancing Times, September 1916)
WHAT EVERY TEACHER 
OF OPERATIC DANCING 
OUGHT TO KNOW 
AND BE ABLE TO TEACH
Positions.
Side Practice. -  Pliés, grand battements, fouetté-battements, battements, tendus, ronds-de- 
jambe
à terre, assembles, soutenus, battements on the col-de-pied, ronds-de-jambe en l’air, 
développés, ballottés, fouetté-ronds-de-jambe en tournant.
Centre Practice. — Same as above. With alternate feet and use of both arms.
Arms. - Bras bas, demi-bras, seconde, attitudes, double bras or couronne, opposition, 
arabesques, croisé, attitude grecque.
Adage (SLOW MOVEMENTS). -  Dégagés, chasses, coupes, poses, attitudes, arabesques, 
détournés, assemblés, soutenus en tournant, grand rond-de-jambe, demi-fouetté, fouettés, 
relevés, rotations, preparations for pirouettes,. Ail pirouettes, grand fouetté, adage de 
pointes.
Ports de Bras.
Steps. — Pas Marchés, glissades, assembles, jetés, échappés, ballonés, temps levés, pas de 
basque, pas de chat, pas de cheval, fouetté raccourci, pas de bourrée, emboîtés, déboîtés, 
sissones, temps de fleche, temps de cuisse, compound steps, coupe fouettés, temps de points.
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Petite Batterie. -  Brisés, entrechats, 3, 4 and 5, small cabrioles, jetés battus, simple royales.
Grande Batterie. - Advanced cabrioles, entrechats, 6, 7 and 8, double royales, sissones 
battues,
entrechats de voleé, and en tournant, grands jetés battus.
Steps of Elevation. -  Changements, soubresauts, ronds-de-jambe en Pair, temps de l’ange, 
temps de poisson, temps collé, temps plane, etc., etc., etc.
The above list was prepared by Espinosa. 
It was not invented by him. It has 
gradually been handed down from 
the Masters of the Past.
Throughout the 1920s, Espinosa consistently employed the term ‘operatic dancing’ 
to signify his own superior professional domain, an astute self marketing strategy 
which had other political dimensions. The lack of direct reference to ballet avoided 
any potentially negative coimotations inherited from the late nineteenth century. 
The ‘myth’ of the ‘ballet girl’ as sexually available, morally suspect and outside 
‘good society’ has been deconstructed by post feminist scholars, including Carter 
(2005), as a form of patriarchal oppression. For Espinosa, the general degrading of 
theatre dance practice in Britain from the late nineteenth century provided another 
self-promotional strategy, as reflected in his chronology of ballet in Great Britain 
which begins,
in Britain, previous to 1896, Ballet Dancing was in a lamentable 
condition, with the exception of three or four schools, correct technique 
was entirely disregarded. “Fancy Dancing” was rampant and the word 
“Ballet Girl” was used as a derogatory, opprobrious, vilifying epithet by 
a great number of people.
Espinosa 1948, p 19
What Espinosa fails to mention is that the origins of the myth of the ‘ballet girl’ lay 
as much in the Paris Opéra and French ‘operatic dancing’ as in the English 
commercial theatre.'^
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The debate on standards of teaching prompted by Espinosa’s manifesto was heavily 
promoted by Richardson. The subsequent issue of The Dancing Times (October 
1916) carried further comment by Espinosa as well as letters from Lucia Cormani 
(representing the Italian school of ballet), Serafma Astafieva (Imperial Russian 
school) and Madam Karina (Danish school), suggesting that Richardson’s plans for 
an international hybrid ballet training delivered by a new organisation date from this 
time. In the December issue, Genée (1916) was given space to respond to questions 
on the health of ballet in England, whilst Richardson’s colleague, the ballet historian 
Mark Perugini (1916) considered Ts Ballet Dancing Dead?’ Richardson ensured 
that the debate was resumed following the end of the First World War, culminating 
in the formation of the AOD.
From the outset, the problems facing the new academy were considerable. In 1920 
there were several ballet traditions in existence, all to be found in London. Espinosa 
and the French school; the Danish school, synonymous with Genée and the teacher 
Madam Karina (real name Karen Lindahl); the Italian school most readily identified 
with Malvina Cavallazzi, Lucia Cormani and Fransesca Zanfretta; the Russian 
school exemplified by Pavlova, Nijinsky and Karsavina and taught by Maestro 
Cecchetti, Astafieva and Nicholas Legat. As a private sector enterprise, ballet 
training was reliant on this diversity and their competing interests. In addition, there 
were already numerous teaching societies, schools and individual teachers awarding 
certificates for dance examinations. As one of Richardson’s readers pointed out, the 
more logical move would be either to ‘remodel’ one of the societies already in 
existence, or to amalgamate them (Anon 1916, p 11).'^ The idea of an umbrella 
organisation under the control of Richardson was, of course, an anathema to 
Beaumont and the ISTD. The alternative was to form a society which would be all 
encompassing and, effectively, render all others redundant. It was on this premise 
that the Association of Operatic Dancing was formed.
In accounts of the formation of the AOD, the basic aim of generating a hybrid 
system of training through a carefully selected and representative panel of experts 
has generally been left unchallenged (Espinosa 1948; Bedells 1954; De Valois 1957;
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Guest 1958; Genné 1995; Parker 1995; Morris 2003). And yet, the venture was 
inherently problematic. Even if inevitable differences could be accommodated, the 
resulting ‘whole’ could easily become less than its parts. The process was, to some 
extent, made easier by Espinosa’s offer to draw up a draft syllabus as a basis for 
discussion and negotiation.'* By his account, the preparation of the first AOD 
syllabus (in 1921) was a relatively straightforward and amicable affair (Espinosa 
1948). Similarly, in his study of Genée, Guest describes the event as an 
unproblematic process, adding that the need for only a few minor changes to the 
names of steps or positions constituted “a revealing demonstration of the 
fundamental similarity between the various schools of classical ballet represented” 
(Guest 1958, p 166). Bedells, on the other hand, tells the story differently, 
emphasising that whilst Espinosa had offered a draft Elementary Syllabus “We took 
it to pieces, and thrashed out the pros and cons of the systems we had each thought 
suitable for elementary work” and that “after a good deal of ‘give and take’, the first 
Elementary Syllabus was produced” (Bedells 1954, p 113).'^
A comparison of Espinosa’s original 1916 syllabus with the Association’s first 
Elementary Syllabus reveals that the major proportion of his material was retained, 
supporting his claim that the contribution of the Committee was in determining 
levels of progression rather than changing content or terminology.^^ What is 
significant is the lack of expansion to incorporate the Italian, Danish and Russian 
schools. On the contrary, the subsequent codification of Cecchetti’s teaching by 
Beaumont is evidence that the Russian School, at least, was not prepared to be 
subsumed under a combined effort labelling itself ‘English’. The creation of an 
additional syllabus by Tamara Karsavina (in 1954), with direct reference to the 
legacies of Boumonville, Cecchetti and Fokine, is further evidence of the perceived 
‘gap’ in the new school.^'
Another problem was a lack of distinction between standardising what was taught 
and how it was taught. The AOD syllabi presented teachers with teaching material 
but not a teacher training. In this respect, the AOD was, like many of the early
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teaching societies, working on the assumption that the ‘correct’ syllabus would 
produce the ‘correct’ teacher. The notion that subject knowledge, performance skills 
and teaching skills might be distinct, and the conclusion that the skilled teacher 
might not need a prescribed syllabus, would have complicated the standardising 
process and removed the basic means of ownership -  the syllabus.^^ Teaching 
ability was still largely associated with performance skills, thus, the potential teacher 
was tested not in teaching but in her ability to pass dance examinations.
The problems inherent in a hybrid syllabus or ‘school’ of ballet also find a parallel in 
the politics of a teaching collective designed to promote a single voice but which 
became, inevitably, a battleground for individual authority. It is unlikely that 
Espinosa envisaged being elected AOD President himself but it is possible that he 
anticipated having considerable influence over the founding committee, a 
preconception that was quickly quashed. Rather than a figurehead with reduced 
decision-making powers, Genée installed herself as President and chief executive, 
taking an interest in every development and operating a clearly defined chain of 
command and accountability. Just as she contained Richardson’s entrepreneurial 
force, she constrained Espinosa’s pedagogical influence, relying instead on an 
expanding network of allies including her husband, Frank Isitt.
In 1930, Espinosa left the AOD, a departure which was less than amicable. In his 
own accounts, he cites numerous differences regarding changes to rules and methods 
of examination, in particular, the suggestion that ‘theory’ questions should no longer 
be a feature of assessment. His well established commitment to a theoretical 
dimension in ballet training was not shared by a President who was, according to 
Espinosa, becoming increasingly autocratic. Accounting for the rift in the pages of 
The Dancer he explains,
for the last two years the views of the Committee Members have 
gradually been subjected to the personal views of the President... when 
the new rules were introduced with their evasive wording, clauses were 
altered and when the paragraph 2 of the original rules, containing the
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important object of the foundation of the association regarding teachers, 
was removed altogether ... and when the President stated “that the day 
may come when we wish to hold examinations without any theory” ...
Well, I had had enough.
Espinosa 1930, p 437
Genée did not respond through the press and there is no trace of Espinosa’s 
departure in the RAD archive. In a publication celebrating the 75* armiversary of 
the Royal Academy of Dancing, Derek Parker (1995) suggests that there were other 
issues involved in Espinosa’s resignation, including the equivalent of ‘insider 
trading’. Espinosa was accused of giving his own students an unfair advantage by 
rehearsing them in the morning in the specific enchainment “which later in the day, 
as examiner, he would select for them to do as part of the examination” (Parker 
1995, p 17). According to Parker, whose sources are not cited, Genée caught 
Espinosa out by sitting in on one of the examinations and asking to see a different 
enchaînement from the one selected by Espinosa. The candidates all failed and 
complained that they had not practised the ‘right’ enchaînement. Needless to say the 
event is not recorded by Espinosa himself. Neither does it appear in Bedell’s 
memoirs nor Guest’s biography.
It is likely that Genée had other grounds for the rift with Espinosa. From 1928, he 
had begun to pursue a number of professional activities outside the AOD. In 
November 1928 he directed a performance by “the first British Ballet company ever 
to appear on any stage ... the first step on the road to establishing an ALL-BRITISH 
BALLET.” (Espinosa 1948, p 36).^* Espinosa and his wife, Louise Kay, had 
recently launched a new journal. The Dancer, and had initiated a somewhat militant 
‘support group’, Espinosa’s British Ballet Enthusiasts (EBBE), both ventures aimed 
at promoting British dancers. In his role as editor, Espinosa was able to use the 
magazine to promote both his status within the AOD and numerous other business 
ventures, including his own school (The British Normal School of Dancing) and a 
range of teaching ‘aids’ (syllabi, books, music, dances). More importantly, he was 
able to comment on the work of the AOD without Genée’s approval.
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The result was both a conflict of interests and a number of published comments 
which could hardly have pleased the AOD President. For example, in an early issue, 
Espinosa (1928b) is obliged to explain the distinction between certificates offered by 
his own school and those issued by the AOD. His insistence on calling himself Jhe 
Examiner’ of the Association of Operatic Dancing, a title which was never officially 
awarded by Genée, was another bone of contention, as was the continued promotion 
of the ‘The Espinosa School’ as a universal system with no allegiance to any single 
organisation, authority or accountability structure other than its directors, Espinosa 
and his son, Edward Kelland-Espinosa.
On a pedagogical level, disagreement over the inclusion of ‘theory’ in the AOD 
syllabus and examinations framework reflects wider issues concerning dance as 
theory and practice, concerns which both predate Espinosa and continue to this day. 
Espinosa’s insistence on assessment of theoretical knowledge and understanding 
was to remain a characteristic feature of his work. The absence of theory in the AOD 
framework remains today. However, whilst there can be little doubt that Espinosa’s 
commitment to ‘theory’ was sincere, he was also an astute businessman who 
generated a significant income through the sale of technical manuals, theory 
handbooks and other related materials. From a business perspective, ‘theory’ was a 
trademark o f ‘the Espinosa School’ and not something to be relinquished easily.
Under Genée’s leadership, theory questions became part of teaching examinations 
but not ‘executant’ examinations, a distinction which was contrary to Espinosa’s 
pedagogy. The Intermediate Teachers’ Certificate Examination introduced in 1932, 
included a written paper on musical accompaniment, correction of technique, 
composition of enchaînements, and “such general knowledge which it is desirable a 
Teacher should know” (AOD 1932, p 2). Essay titles included “Give your idea of 
the meaning of professional etiquette amongst teachers of dancing” (p 2). On a 
practical level, the removal of theory questions from executant examinations 
allowed more time for the assessment of performance and made less demands on 
examiners at a time when the number of exmninations, and therefore the need for
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examiners, was increasing annually/"' Most of all, the elimination of theory 
questions from the vast majority of examinations denied Espinosa the level of 
control which he had previously exercised as ‘the Examiner’, and paved the way for 
a teaching matriarchy which was to last beyond Genée’s retirement in 1953.
Whatever Genée’s victories, the story of Espinosa’s 1916 syllabus does not end in 
defeat. The end of one story is the beginning of another. The BBO provided 
Espinosa with the opportunity to develop his work systematically through his own 
system of syllabi and examinations delivered by a network of teachers trained in his 
theory and method. From 1930, Espinosa and Kay used The Dancer to promote 
their new organisation as a family business which expanded rapidly during the 
interwar period and survives today. Towards the end of his career, Espinosa was 
able to acknowledge the emergence of women as leaders in the development of a 
national ballet culture. In his final publication, his usual self aggrandising nature is 
temporarily suspended for the duration of the following dedication:
this work (my last) is dedicated to the two women to whom the British 
Dancers owe everything. LOUISE KAY ESPINOSA my beloved wife 
who sacrificed the last 20 years of her life to Their Welfare. NINETTE 
DE VALOIS, C.B.E., who has led and shepherded them to their present 
Pre-Eminent Place in the Chorégraphical World.
Espinosa 1948, npn
Espinosa died in 1950, by which time the ballet profession in England was securely 
in the hands of women. In that same year, Genée became a Dame of the British 
Empire, the first woman (or man) in English ballet to receive such a level of 
recognition and honour.
5.4 Matriarchies: Adeline Genée and Ninette de Valois
In the literature of English ballet few, if any, comparisons of Genée and de Valois 
have been made. On the surface there seems little to connect the lives and work of 
Amna Jensen, bom in Hinnerup, Denmark in 1898 and Edris Stannus bom in
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Baltiboys, Ireland, exactly twenty years later. Their childhoods are separated by 
time and geography and neither their dance training nor their performance careers 
suggest much in common. Whilst Genée’s preparation in the Danish-French school 
of Boumonville was undertaken within a close knit family circle, de Valois’s 
training was eclectic, ranging from the commercially oriented Lila Field Academy to 
the prestige of study with Espinosa, Preobrajenska, Nijinska, Cecchetti, Legat and 
Madam Zanfretta. At the time of the formation of the AOD, Genée was an 
established, recently retired ballerina of the English Music Hall. De Valois, by 
comparison, was a young dancer yet to reach the lofty heights of the Royal Opera 
House, Covent Garden and the Ballets Russes.^^ Even as dancers, there seems little 
resemblance between ‘the porcelain princess’ and the woman who inspired the role 
of the chain-smoking, ultra chic Hostess in Bronislava Nijinska’s Les Biches 
(1924).^ ^
The many differences in the social, educational and artistic backgrounds of the two 
women, especially when added to those of Richardson, Beaumont and Espinosa, 
illustrate the indeterminacy of the parameters of the cultural field and a resulting 
diversity in the habitus of its agents. The point is central in Bourdieu’s framework, 
distinguishing as it does, the cultural field from other fields with much more 
established and controlled ‘conditions of entry’. Indeed, he develops the argument 
further in observing that
one of the most significant properties of the field of cultural production, 
explaining its extreme dispersion and the conflicts between rival 
principles of legitimacy, is the extreme permeability of its frontiers and, 
consequently, the extreme diversity of the ‘posts’ it offers, which defy 
any unilinear hierarchization,
Bourdieu 1993, p 43
This argument provides a way of understanding the fragmentation of the ballet 
teaching sector and the associated competitiveness, as well as the range of career 
paths, both traditional and newly created, available in the modem academy. A 
notion of transparent and transportable professional boundaries also allows for a
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multi-dimensional hierarchy in which different women (and men) occupied eminent 
positions which were not necessarily in direct conflict. Genée’s leadership of the 
Royal Academy of Dancing and de Valois’ creation of the Royal Ballet and Royal 
Ballet School constitute a dispersed legitimacy which remains today, albeit under 
different presidents and directors. Rather than becoming direct rivals, the two 
women co-constructed a dual professional hegemony through which the status of 
each organisation was maintained. De Valois did not set up an examining body to 
raise standards in teaching. Genée had no aspirations to form a national company or 
full-time vocational ballet school.
Neither of the roles created by the two women existed prior to the interwar period, 
another example of “ill-defined posts” described by Bourdieu as “extremely elastic 
and undemanding” (Bourdieu 1993, p 43). Such roles required little by way of 
established entry requirements in terms of knowledge skills and abilities: neither 
women were interviewed for their jobs, nor were they subject to the levels of 
accountability which distinguish today’s professional fields. On the other hand, 
there is evidence to suggest that, for Genée at least, such a high profile role 
presented significant challenges. As Guest records, she found public speaking an 
ordeal, deferring to her husband, Frank Isitt, on the occasion of her election in 1920 
(Guest 1958, p 165). By 1933, Genée had acquired the necessary composure and 
confidence to reflect on her own learning:
I well remember those first dancing dinners ... I am grateful to my 
profession for making me speak in those far-off days, and also helping 
me to develop, perhaps, a smaller sense of nervousness in hearing my 
own voice.
Genée 1933, p 19
Of equal significance, the breadth of the roles created by Genée and de Valois was 
not taken up by either of their direct successors. The Academy’s second President, 
Margot Fonteyn, was never the ‘hands-on’ figurehead that Genée had been, a 
situation which prompted a re-organisation of the organisation’s management
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structure/^ On succeeding de Valois as Director of the Royal Ballet in 1963, 
Frederick Ashton made it clear that he had no interest in teaching or continuing de 
Valois’ work at the Royal Ballet School (Upper or Lower)/*
Having demarcated their own niches in the ballet field, Genée and de Valois were 
also able to cross their mutually constructed boundaries, especially when it served 
their individual agendas. The instigation of the Production Club in 1932 allowed 
Genée to expand AOD teacher education to include working with professional 
choreographers in creating and restaging ballet repertoire (AOD 1933). The Club 
was open to all AOD members over the age of fourteen and in its early years 
involved Frederick Ashton, Wendy Toye and Robert Helpmann (Parker 1995). The 
venture served to raise the profile of the AOD within the rapidly developing 
performance sector and to connect Genée’s work with that of the fledgling 
companies under Rambert and de Valois.^^ A few years later, in 1934, de Valois 
launched a Choreographic Scholarship which provided carefully selected older 
students with the chance to complete a two year course in dance composition. The 
AOD, along with the leading dance schools in the countiy, were invited to nominate 
students and the scheme became a regular feature of the AOD calendar (AOD 1935). 
In her detailed study of de Valois, Walker describes the venture as
an example of how de Valois continually extended her influence, how 
much she instinctively regarded herself as having a responsibility 
towards the entire scene of dance and ballet in Great Britain. She was in 
no way limiting herself to her very onerous position as director of the 
Vic-Wells Ballet.
Walker 1998, p 180
Looked at another way, this sense of responsibility appears as a conscious effort to 
exert influence beyond the needs of the Old Vic and Sadler’s Wells repertories and 
develop a nationwide interest in ballet. De Valois was careful not to present her idea 
as a search for new English choreographers but the promotion of choreography 
within the teaching sector could, if nothing else, create a larger and better educated 
ballet audience.
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1932 also saw an important collaboration between Genée and de Valois in a visit to 
Copenhagen to promote ‘English ballet’ within the context of a British Trade and 
Arts Fair. The two women were able to bring together some thirty dancers, most of 
whom were members of the AOD, to perform a carefully selected repertoire which 
included Les Sylphides (Fokine 1907), her own ballets Hommage aia belles 
Viennoises (1929), Job (1931), and La Création du monde (1931), as well as 
Ashton’s The Lord o f Burleigh (1931) and Regatta (1931).^ ^^  De Valois and Dolin 
were to recreate their success in the pas de deux from Italian Suite (1932), whilst 
Dolin would also partner Genée in The Love Song (1932), recently created for a 
charity matinée at Drury Lane. The company were to perform as the English Ballet 
Company for four performances at the prestigious Royal Theatre, attended by the 
King and Queen of Denmark and the Prince of Wales (AOD 1934).
The visit to Denmark constituted an ‘act of faith’ in introducing English ballet to the 
prestigious Boumonville tradition in which Genée herself was trained (Guest 1958, p 
177). According to Guest, the “mothering of the visit of the English ballet” 
confirmed Genée’s position as “the elder stateswoman of the ballet” (Guest 1958, p 
194) but the significance for de Valois is harder to determine. As noted by Walker, 
the reception of de Valois’ ballets was not entirely positive. The modernism of Job 
and La Création du monde was a challenge for audiences accustomed to 
Boumonville’s nineteenth-century romantic ballet repertoire, although the lighter 
divertissements Hommage aux belles Viennoises and Fête Polonaise were well 
received (Walker 1998, pp 122-123). Whilst Walker concludes that the venture was 
“of great importance for the future backing and reputation of the Vic-Wells Ballet” 
(p 123), de Valois herself makes no mention of it in her own writings.
By 1947, de Valois was able to thank Genée for sending talented young scholars to 
the Sadler’s Wells school in order to help feed the rapidly expanding company (de 
Valois 1947).^' Such co-operation is indicative of two women who were astute in 
taking opportunities provided by a field-in-the-making. Genée and de Valois may
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have been positioned by the wider field of power (class, gender, market forces, etc.) 
and the specific cultural field in which they operated (ballet) but they also positioned 
themselves through action and interaction which involved the “estimation of 
chances” and the continuous assessment of “objective potentialities” (Bourdieu 
1990, p 53).
Bourdieu is not, of course, concerned with individual biographies or research 
agendas but with “master patterns that represent deep structural patterns” and which 
“stress the common underlying unity of all practices” (Swartz 1997, p 109). Indeed, 
Swartz is one of many to consider whether habitus, as an all encompassing concept, 
can address specific research questions. The fact that Bourdieu completely ignores 
dance as a form of cultural practice is a further complexity, nonetheless, there are 
aspects of habitus which are, 1 would argue, useful in revealing the process of 
transformation within the field and women’s agency within it. This includes the 
related notion of ‘strategy’ as employed by Bourdieu to challenge the structuralism 
of, amongst others, Althusser and Lévi-Strauss and, more specifically, the 
understanding of social behaviour as rule or norm conforming. In re-identifying 
social action as ‘strategic’, Bourdieu introduces a level of social agency which is 
spontaneous, ambiguous and often uncertain, an “art of inventing” (Bourdieu 1990, 
p 55) practised through time and, therefore, distinct from the ‘timeless’ models of 
behaviour employed by the social analyst. As noted by Swartz, strategy does not 
mean “conscious choice or rational calculation”, thus actors
are not rule followers or norm obeyers but strategic improvisers who 
respond dispositionally to the opportunities and constraints offered by 
various situations.
Swartz 1997, p 100
It is in this sense that both Genée and de Valois can be seen as ‘idealists without 
illusions’, to use the subtitle of Walker’s monograph, but without reducing their 
actions to calculated choice, rational decision making and rule-following. Apart 
from anything else, in the newly professionalised field of ballet the rules, norms and
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constraints were not clearly set out. Neither was there any clear social model of the 
modem woman ballet teacher on which to base codes of conduct, behaviour and 
professional practice. The ballet teaching profession was reliant on “the practical 
anticipation of the ‘upcoming’ future contained in the present” (Bourdieu 1990, p 
66) which characterises the habitus.
There is also an important link to be made between women and the institutions 
which they led. Bourdieu’s insistence that the viability of an organisation resides, 
not just in the objective structures of the field but in the ‘durable dispositions’ of its 
agents (Bourdieu 1990, p 58), prompts a reconsideration of women’s contribution to 
ballet. From this perspective, organisations of all sizes, from the local ballet school 
to the AOD and Sadler’s Wells Ballet are constituted in and through the practices of 
women.
In conclusion, it is in and through the concept of habitus that 1 constmct a narrative 
of English ballet as a cultural matriarchy based on the ‘second nature’ of selected 
women. This is not to deny the presence of men. Genée may have forced her 
authority over Espinosa and Richardson but neither of them was rendered powerless. 
Rather, they continued to influence the field through alternative means: Richardson 
via The Dancing Times and Espinosa through the British Ballet Organization. 
Haskell was also adroit at positioning himself in a professional world of women, 
working with Genée in the setting up of the RAD’s first Teacher Training Course 
and later, with de Valois as a Director of the Royal Ballet School. Such examples are 
an important reminder that men were also required to deal with the opportunities and 
constraints presented by the field. Nonetheless, Genée’s role is indicative of a 
fundamental challenge to ballet’s male identity and, as 1 consider in the next chapter, 
of the transformation from Russian oriented values and practices to an emerging 
concept of English ballet.
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5.5 Notes
3
5
10
The portrait of the young Genée is by Wilhelm Heinrich Funk and, according 
to Guest (1979), was most likely painted during one of her early American 
tours. The later portrait by the Danish artist, Laurvig, was donated to the 
Academy by Lucy Isitt in 1971.
Beaumont went on to become Vice-Chairman of the ISTD in 1943 and 
Chairman from 1958-1970.
The Royal Academy of Dance dates its existence from this event, although 
the official inauguration was not until January 1921.
The Trocadero was one of many elite London venues used by the English 
ballet community. Others included the Café Royale, Hotel Cecil, Savoy 
Hotel and Criterion Restaurant.
Richardson records that there were several autograph hunters and includes an 
image of a menu signed by some of the leading dancers in attendance.
The title was changed to ‘Association of Operatic Dancing of Great Britain’ 
in 1921, although no explanation is given. To add confusion, the name was 
frequently shortened to ‘Operatic Association’ for convenience.
For an account of the training systems attached to the Music Hall Ballet see 
Carter (1995, pp 38-41).
Bedells played an even more significant role on the committee from 1939- 
1942, when Genée was unable to return from a stay in Canada due to the 
war.
Genée established her editorial control by writing a ‘Foreword’ which 
addressed the members directly and set the context for the issue. In its pre­
war form there were no feature articles, no correspondence column or any 
other potential platform for debate or dissent.
Until 1924, teachers of the ISTD were ‘general practitioners’ with 
knowledge of operatic dancing, national and character dances. From the 
1920s the need for separate syllabi, allowing teachers to focus on a given 
technique, was recognized. In the resulting re-structuring, five distinct 
‘branches’ were created, with two devoted to ballet; the ‘Operatic Branch’ 
and the Cecchetti Society. A more detailed account of the period can be 
found in the centenary publication 100 Years o f Dance: A History o f the 
ISTD Dance Examinations Board (ISTD 2004, pp 34-36).
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13
14
15
16
17
18
19
20
21
Richardson eventually conceded to public demand and separated theatre 
dance and ballroom dancing into two different publications. The first issue 
of The Ballroom Dancing Times appeared in October 1956. Richardson 
remained Editor of both publications.
Beaumont’s translation of Noverre’s Lettres was published as a series of 
short articles in The Dancing Times between 1924 and 1926 before emerging 
in book form in 1930
A detailed chronological account of the work of the Espinosa family can be 
found in Walker (2007).
It is worth noting that whilst Espinosa promoted himself on the basis of his 
family lineage he gives little recognition or credit to his father’s 
achievements, excluding him totally from the ‘chronicle’ of operatic dancing 
included in the Vade Mecum.
See, for example, Marian Smith’s (2001) chapter ‘About the House’ on the 
culture of the Paris Opéra and the sexual politics of the foyer de la danse.
The anonymous writer actually signs herself/himself as ‘ONE OF MANY’ 
suggesting that the concern that yet another society was to be formed was 
widespread.
Espinosa subsequently drafted an Intermediate and Advanced syllabus, both 
of which were operational by 1923.
Beth Genné (1995) quotes the same extract in her paper on Bedells.
The most obvious difference in the two documents is in relation to batterie 
and steps of elevation. In the Association’s syllabus Espinosa’s order is 
reversed so that simple steps of elevation come before complex petite 
batterie, a sequence which is standard practice today. The combined content 
of allegro and ‘beats’ became a much more basic requirement, consisting of 
changements, soubresauts, sissonnes, simple royale and entrechat quatre.
The other crucial structure for progression was the use of demi pointe as a 
preparation for pointe work. The later syllabus contains steps which do not 
appear in Espinosa’s 1916 document, including battements frappés in ‘side 
practice’. In addition, the different variations o f glissades are identified 
{devant, derrière, dessous, en avant and en arrière).
For a detailed historical account of the creation of the Karsavina Syllabus see 
Sorley Walker (1995). The Karsavina Syllabus is still studied today as part 
of the Licentiate of the Royal Academy of Dance programme.
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24
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The issue was addressed, to some extent, by the launch of the AOD’s teacher 
training course in 1945 and, in more recent decades, by the concept of non­
syllabus or ‘freework’ created by the teacher in order to extend learning.
See Chapter 7 for a fuller account of this venture.
The need for more examiners became even greater with the introduction of 
Children’s Examinations in 1924 and the subsequent rise in candidates from 
an initial 532 to 4000 by 1929 (see Appendix A).
By 1920, de Valois had been performing for seven years, progressing from 
Lila Field’s ‘Little Wonders’ to pantomime, charity galas and a season with 
the Beecham Opera and Ballet at the London Palladium. It was not until 
after the formation of the AOD that she performed with notable companies 
such as the Massine-Lopokova Russian Ballet (1922-1923), Diaghilev’s 
Ballets Russes (1923-1925) and her own Vic-Wells Ballet (1931-1937). See 
Walker (1998, pp 331-339) for a chronology of performances by de Valois.
The role of the ultra chic Hostess which Nijinska created for herself was 
partly modeled on de Valois’ strong character and powerful technique. De 
Valois was to perform the role in London in 1926 and 1928. See de Valois 
(1937, p 42) and Beth Genné (1996, p 17).
Fonteyn’s presidency (1954-1991) is marked by the gradual transfer to a non 
executive role and a comprehensive restructuring of Academy management.
On de Valois’ retirement from the company (in 1963), she refocused her 
energies on the Royal Ballet School, maintaining her role as Director until 
1973 and remaining on the Board of Governors for both school and 
company.
The RAD Production Club maintained a particularly close connection with 
de Valois’ companies.
The company included many AOD members who were already established 
dancers and others who were to become well known within English ballet: 
Felicity Andrae (Gray), Beatrice Appleyard, Phyllis Bedells, Anton Dolin, 
Ruth French, Stanley Judson, Travis Kemp, Doris May (Pamela May).
The letter, dated 13* January 1947 and written on Royal Opera House 
headed paper, also makes reference to the ‘longed-for visit’ to London by the 
Danish Ballet with its exceptional standard of male dancing, and Massine’s 
revivals of Le Tricorne and La Boutique Fantasque for the Sadler’s Wells 
Ballet.
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Chapter 6: Mother Nation
6.1 Introduction
Arnold Haskell once wrote that “the story of English ballet begins with Pavlova and 
Diaghileff’ (Haskell 1943, p 12), providing the basis for an enduring narrative of 
English ballet’s Russian parentage: and yet, neither the legendary ballerina nor the 
charismatic impresario promoted an indigenous ballet profession. On the contrary, the 
companies led by Anna Pavlova and Serge Diaghilev benefited from the lack of an 
English state funded national theatre, the demise of an immensely popular Music Hall 
Ballet culture, and the relative disarray of the training sector before the 1920s. Even 
though both Russians employed English dancers, these artists were systematically 
‘naturalised’ through the adoption of Russian names, the discipline of the Russian 
training regime and the habitus of the post-Revolution émigré. For Haskell and his 
contemporaries, the process signified acceptance into the Russian ballet family before 
English ballet gained “a genuine tradition of her own” (Haskell 1934, p 42).
The reproduction of Haskell’s narrative can be traced through the body of wntings 
on English ballet of, and beyond, the period. Whilst the story takes a variety of 
forms, most variations are legitimised in direct relation to the Ballets Russes. 
Kathrine Sorley Walker provides a clear example in her conclusion that.
Modem English ballet ... might never have come to such an 
importance but for the good offices of three ex-members of the 
Diaghilev Ballet -  Alicia Markova, Anton Dolin and Ninette de 
Valois.
Walker 1947, p 54
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Walker confers status on English ballet’s ‘first’ star couple (Markova and Dolin) and the 
founder of the Vic-Wells Ballet (Ninette de Valois) but only as part of an Anglo-Russian 
‘family tree’ with Diaghilev as supreme patriarch. The fact that these dancers all had far 
more extensive dance careers outside of the Ballets Russes is ignored in favour of 
relatively brief periods with Diaghilev’s company.^
A different generation of writers, led by Beth Genné (1982, 1995), Angela Kane and 
Jane Pritchard (1994), have challenged the Russian-oriented model by highlighting 
English instigators (Philip Richardson, Phyllis Bedells and the Camargo Society among 
them) but in standard ballet texts, Diaghilev is still presented as the source of English 
ballet. For example, in Ballet in Western Culture A Histoiy o f its Origins and Evolution, 
Carol Lee reproduces both the traditional historical trajectory and the birth metaphor, 
claiming that the Russian impresario “provided fertile ground for a handful of artists 
whose energies would nurture the new dance evolving from their mentor’s vision” (Lee 
2002, p 277).
As with all myths of origin, there is sufficient historical ‘evidence’ to appear persuasive. 
Even a brief survey of ballet criticism from 1910-1939 reveals the impact of Russian 
ballet. Reviews of the Ballets Russes, Pavlova and others dominate the pages of the 
intellectual periodicals as well as the dance press. The Fortnightly Review, Edinburgh 
Review and English Review all covered the Russian ballet as did weeklies such as 
Outlook and the New Statesman (Garafola 1989, p 469). Images of Russian dancers 
occupy the front covers of society and fashion magazines from The Tatler and The Lady 
to the Sketch and Bystander. In the dance press, Russian standards and exemplars 
consistently underpin reviews of the Ballet Club, the Vic-Wells Ballet, Antony Tudor’s 
London Ballet and other English ventures. The search for a home-grown ‘Diaghileff’ 
who could “both father and mother a series of great British ballets” (Beaumont 1922, p 
510), emerges as a dominant discourse throughout the period. Post 1945, Russian 
exemplars continue to form part of the construction of English national ballet identity: 
the young Margot Fonteyn is saluted as “the nearest thing to a present-day Karsavina 
(Manchester 1946, p 86) whilst de Valois’ most successful ballet. The Rake’s Progress
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(1935), becomes “the English Petrouchkd’' (Hall 1950, p 103)?
It would be unfair, however, to isolate the historian/critic as the sole author of Diaghilev 
mythology: the plethora of autobiographical accounts by his numerous dancers and 
collaborators has ensured its continued regeneration. From the early memoirs of Lydia 
Kyasht (1929), Tamara Karsavina (1930), Igor Stravinsky (1936) and Alexandre Benois 
(1941), to a post-war literary industry (Danilova 1986; Fokine 1961; Lifar 1970; 
Massine 1968; Nijinska 1981; Nikitina 1959; Prokofiev 1979; Sokolova 1960), Russian 
Ballet remains synonymous with ballet autobiography.^ Karsavina’s Theatre Street is 
generally regarded as providing the model for a ballet life story set within the context of 
revolutionary politics and expatriation.'^ In the last decade, the genre has reappeared in 
the anecdotal evidence in John Drummond’s (1997) Speaking o f Diaghilev, the memoirs 
of Irina Baronova (2005), and the colourful oral history in the highly successful film 
documentary Ballets Russes (2006).
Those most closely involved in the English ballet project are also implicated in the 
collective remembering of the Ballets Russes and its Russian father. Ashton, (1930) de 
Valois (1937, 1992), Dolin (1938, I960), Fonteyn (1975), Lambert (1934), Markova 
(1986) and Rambert (1972) have all, to some extent, adopted Diaghilev as proof of their 
artistic lineage and credentials.^ In these and other accounts, any association with 
Diaghilev, however brief or indirect, functions as symbolic capital -  the mark of identity 
and recognition until the Second World War changed the English ballet economy 
irrevocably.
Post 1990, the Diaghilev-centred ‘birth of English ballet’ narrative has been challenged 
on two levels; firstly, through a reappraisal of the cultural, artistic and aesthetic 
dimensions of ballet modernism and, secondly, through an unravelling of the 
historiographic processes through which the narrative is constructed and reconstructed. 
With regard to the first, Tim Scholl’s (1994) revisionist account of modem ballet’s 
classical continuum has called into question the status of Diaghilev s company as ‘the 
flagship of ballet modernity” (Scholl 1994, p viii). Scholl argues that neither the
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expressionist reforms of Michel Fokine, nor the avant-garde experimentalism of 
Nijinsky, provided a sustainable platform for a regeneration of ballet under modernism. 
Tracing an alternative lineage, from the work of Marius Petipa to the neo-classicism of 
George Balanchine, Scholl concludes that by the end of the 1920s, “only a return to the 
classical dance’s academy could revitalize the art” (Scholl 1994, p viii).
Working from a different critical perspective, Alexandra Carter (2003) has done more 
than any other scholar to deconstruct the ‘birth of English ballet’ paradigm. Her 
observation that the traditional preoccupation with developments in the 1920s and 1930s 
“negates to the point of oblivion” the preceding decades of achievement is one which I 
both support and challenge (Carter 2003, p 12).  ^ Whilst reinstating the Music Hall 
Ballet is not my central concern, 1 share Carter’s interest in an indigenous ballet 
heritage, including significant threads of continuity in the training sector. Adeline 
Genée, Phyllis Bedells, Lucia Cormani and Edouard Espinosa all worked extensively in 
the wider commercial sector (including, but not limited to, the Music Hall) before 
establishing what was to become the Royal Academy of Dancing. The election of 
Genée as its first President, the focus of the previous chapter, is evidence that the Music 
Hall Ballet was held in high esteem, at least within the training sector.^
The deeper significance of Carter’s paper is in “unpacking” the construction of 
‘Englishness’ (Carter 2003, p 13). As she demonstrates, many of the criteria used to 
distinguish English ballet of the 1930s could be applied just as successfully to ballets 
produced for the Music Hall: English collaborators, English themes and a predilection 
for storytelling, were not the property of the Camargo Society or de Valois (Carter 2003, 
p 14). Carter’s fundamental argument, that the writers of English ballet history were 
extremely reticent in defining Englishness but very quick to ‘sweep away’ any link to 
popular entertainment (in particular the ballet of the Music Hall), is well made but does 
not address the powerful mythology of Russian ballet, or explore the connection 
between nation and gender identity politics. As 1 argue in this chapter, the defining 
characteristics of English ballet in the 1920s and 1930s are the adoption and mediation 
of an Imperial Russian heritage within a woman-dominated training sector. My
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argument finds some support in Scholl’s aforementioned interpretation of ballet 
modernism as a return to ‘the classical dance’s academy’, suggesting as it does a central 
role for training and pedagogy. The distinction from developments in America which 
are Scholl’s focus lies, 1 suggest, in the matriarchal structure of the modem ballet 
academy in England (as opposed to Balanchine’s pre-eminence in America), and the 
extent to which the legacy of Imperial Russia, re-embodied by a generation of women 
teachers, shaped the direction of English ballet.
In expanding the ballet field to include multiple ‘mothers’ rather than a single creative 
force, 1 challenge both the Diaghilev and de Valois-oriented models of traditional 
historical accounts. A decentring (rather than elimination) of these monumental figures 
echoes the “webs of identities, webs of heritage” of which Carter speaks (2003, p 1). 
Indeed, ‘identity’ and ‘heritage’ form a fundamental part of a multivocal concept of 
ballet, national identity and gender. I argue for another web, namely, ‘memory’, 
echoing John R. Gillis’ argument that
the notion of identity depends on the idea of memory, and vice versa. 
The core meaning of any individual or group identity ... is sustained 
by remembering; and what is remembered is defined by the assumed 
identity.
Gillis (ed) 1994, p 3
From this perspective, the ‘birth of English ballet’ emerges as a continuous dialogue 
between heritage, identity and memory, constructed and reconstructed through diverse 
forms of “commemoration” (Gillis (ed) 1994, p 3), all of which are embedded in 
complex power relations. Choosing to remember Diaghilev and forget decades of Music 
Hall Ballet production is a clear example of the politics of memory. Choosing to 
remember a favourite teacher and forgive, if not forget, suffering at her maternal hands, 
is another.
The invention o f English ballet’s parentage (Russian or otherwise) is also a reminder 
that “heritage remains metaphorically ancestral” (Lowenthal 1994, p 44) and generally
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serves individual or group self-interest (p 46). Lowenthal provides further insight into 
the workings of heritage as distinct from history, concluding that.
to serve as a collective symbol heritage must be widely accepted by 
insiders, yet inaccessible to outsiders. Its data are social, not scientific. 
Socially binding traditions must be accepted on faith, not by reasoning. 
Heritage thus defies empirical analysis; it features fantasy, invention, 
mystery, error.
Lowenthal 1994, p 49
Lowenthal’s heritage/history distinction is contentious but his emphasis on the symbolic 
power of heritage and its function as a marker or boundary is useful. As I seek to show, 
the term ‘ballet heritage’ could be used to both include and exclude; schools, 
professional studios and teaching societies provide exemplars of ‘binding traditions’ 
constructed through mythology and memory.
With these theoretical tools in mind, I focus on three women who were all involved in 
English ballet during the interwar decades. ‘Princess’ Serafina Astafieva was one of the 
first Russian dancers to settle in London at the end of the First World War and open her 
own school.^ Whilst her name appears in the dance press of the period, she is rarely 
mentioned in retrospective accounts and yet she provides an ideal case study of the 
deployment of the symbolic ‘Mother Russia’ in a European context. Her identity as an 
impoverished émigré also lends itself to association with the “stoical and long-suffering” 
mother figure identified by Linda Edmonson in Art, Nation and Gender: Ethnic 
Landscapes, Myths and Mother-Figures (Cusack and Bhreathnach-Lynch (ed) 2003, p 
53). As the editors note in their introduction to an illuminating series of essays, the 
nation “is commonly allegorised in images of stereotypical female figures” but the 
traditional literature on nations and nationalism have neglected the role of gender in the 
representation of national identity (2003, p 1).
By contrast, Marie Rambert and Ninette de Valois are central in the birth of English 
ballet’ narrative, but not as teachers. Rambert is most often remembered as a nurturer of 
choreographic talent, de Valois as a choreographer and company founder. All three
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women worked briefly for Diaghilev and all three studied with Enrico Cecchetti? Like 
Genée, they adopted a professional name?° To different extents, they all inherited the 
nineteenth century classical ballet tradition which was re-embodied and disseminated 
through their professional practice. All of them understood the central role of training 
and pedagogy in the creation of a national ballet culture and were able to create links 
between the training and performance sectors. For these reasons, the individual and 
combined habitus of these three women constitutes a powerful influence in the shaping 
of the English ballet field, prompting an alternative reading of its parentage.
Whilst I argue that traces of the ‘mother goddess’ of ancient mythology can be found in 
their individual and collective identities, my triple mothers of English ballet do not 
represent a homogenised group. Astafieva was Russian, Rambert was Polish and de 
Valois Irish. Bom in 1876, Astafieva was a contemporary of Genée but Rambert (b. 
1888) and de Valois (b. 1898) were of a subsequent generation. All three women ran 
studios in London and were in direct competition with each other but their schools were 
distinct. Astafieva ran a highly successful dance studio in Chelsea which became one of 
the best known “meccas for advanced students and ambitious young professionals” 
(Garafola 1989, p 225). Rambert operated a school and company with predominantly 
English students, based at the tiny church hall in Netting Hill Gate bought by her 
husband, Ashley Dukes, in 1927. From 1931, the Mercury Theatre, as it was renamed, 
was home to the Ballet Club whilst De Valois’ school took up residence in the Sadler’s 
Wells Theatre in Islington, with a second home at the Old Vic. From their studio bases, 
the three women developed their teaching methods and systems of training, without 
adopting the syllabi and examinations frameworks being developed by the teaching 
societies.^ ^
6.2 ‘Mother Russia’
Diaghilev and Pavlova may have provided inspiration for English ballet s protagonists 
but Serafina Astafieva, a Russian immigrant fairy godmother, bestowed them with a 
perfect gift: the ballerina Alicia Markova and her partner Anton Dolin. The exceptional
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talents of these two dancers, the first star partnership to rival the Russian Ballet, added 
artistic credibility and much needed box office income to early performances by the 
Ballet Club, Vic-Wells Ballet and Camargo Society. From 1930 to 1935, Astafieva’s 
protégés were an indispensable asset to English ballet and inextricably linked to its 
identity politics. Capable of crossing the cultural and artistic bridge between the final 
productions of Diaghilev’s Ballets Russes, and early ballets by aspiring English 
choreographers, Markova and Dolin embodied an Anglo-Russian hybrid which can be 
traced to Astafieva’s studio.
Using Richardson, a willing ally, Astafieva was able to construct her professional 
identity, piece by piece, from the pages of The Dancing Times. The first advertisement 
for her school (Table 7 below) proudly announced her as ‘the only’ Russian Imperial 
trained dancer teaching in London. Demarcating clear cultural and artistic boundaries.
Table 7: Advertisement for Astafieva’s Studio {The Dancing Times, 1915, p 241)
MDLLE
SERAPHINE ASTAFIEVA
The only Danseuse of the Russian Imperial 
Ballet, Petrograd, now in London,
IS NOW PREPARED TO RECEIVE PUPILS FOR 
OPERATIC DANCING.
Address Enquiries: Mdlle. Astafieva, c /o  “The Dancing Times”, 25, Wellington St., W.C
Astafieva separated herself from the increasing number of indigenous, self-styled 
teachers and Russian Ballet ‘pretenders’. The strategy included educating the English 
ballet community in the content and context of the Russian ballet training tradition. To 
this end, Astafieva persuaded Richardson to publish her professional credentials, cite her 
admirers and generally consecrate her position, drawing on her gifts as a dancer and an
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impeccable Imperial heritage. For example, in the June 1915 issue, Richardson cites J. 
Crawford Flitch’s observation that “Astafieva has trained the body to a silent speech 
outvying in subtlety the subtlest of spoken words” (Flitch cited in Richardson 1915a, p 
236). Social status and respectability are conferred by identifying Astafieva’s husband as 
“a Russian in the immediate entourage of the Czar ... who is now in charge of a large 
field hospital near Warsaw”, adding that “Mdlle. Astafieva herself went through the 
Russo-Japanese War as a Red Cross nurse” (Richardson 1915a, p 236).'^
Two months later, Astafieva instructed Richardson to publish a translation of a 
Certificate from the Imperial Court (dated 1914) as undisputed testimony to her 
authenticity:
this is to certify that the bearer ... after having completed the course of the 
ballet department of the Imperial School, served in the ballet troupe from the 
June, 1898, to the November, 1905, and having thus served the time 
stipulated by law, has acquired the right to the title, ‘Artiste of the Imperial 
Theatres’. In witness where of, the seal and signatures of the St. Petersburg 
Office of the Imperial Theatres are hereunto affixed.”
Richardson 1915b, p 299
The ultimate testimony to tradition, heritage and respectability was further illuminated in 
descriptions of the Russian Imperial school system, at which point, Astafieva takes over 
as storyteller, insisting that
in Russia an important place has always been held by the ballet, as in our 
country everyone appreciates the seriousness, difficulty and beauty of the 
art.
Astafieva cited in Richardson 1915b, p 299
Given the period in which she was writing, Astafieva’s exaggeration (‘everyone’) takes 
on added significance but the notion of Russia as the home of ballet (and its greatest 
audience) remained influential, providing a mythology to which the English ballet 
community aspired. Central to the paradigm was the ‘seriousness of an art form 
achieved through sacrifice, total commitment and suffering as part of a highly
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respectable training system built on “high standards of physical and moral hygiene” 
(Garafola 1989, p 227). Fifteen years before Kyasht’s (1929) memoirs, or Karsavina’s 
Theatre Street, Astafieva affords a glimpse of life in the Imperial School system: the 
rigorous selection process which ensured that only ‘suitable’ children were chosen for 
training; the rigidly enforced segregation of boys and girls; the military-style timetable; 
the sheltered environment of an institution directly accountable to the Tsar.
Astafieva takes care to weave a tale of hard work and reward, from the encouragement 
of a favourite teacher to the benevolence of the ultimate Russian authority. As she 
recalls,
in the summer the school is removed to Tsarkoe Selo, to a building in the 
Palace, where the children spend their holidays playing in the beautiful park 
of the Imperial Palace.
Astafieva cited in Richardson 1915b, p 300
Such reminiscences were not intended to provide English ballet with an achievable aim 
but, rather, to reinforce the boundaries of a national ballet culture to which Astafieva, as 
one of its elite members, had access. Any London dance student willing to pay the price 
of a lesson (and able to pass the audition process), might be introduced to a superior 
cultural tradition for which England, so it was argued, had no parallel.
As Richardson sought to encourage debate on the standardisation of teaching through 
the formation of a new society, Astafieva remained vociferous in defending her heritage. 
Following the publication of Espinosa’s manifesto on ‘What every teacher should know 
and be able to do’ (Espinosa 1916), and Rachel Vemey’s ‘Why Not a Ballet Teaching 
Society’ (Vemey 1917), Astafieva warned against the dissemination of Russian training, 
arguing that only those who had graduated from the Russian Imperial Choreographical 
Academy were authorised to teach it (Astafieva 1916, p 9). Whilst she supported the 
need for better standards of teaching and more support for English dancers, she 
questioned whether “a society of the amateurish sort you describe (Astafieva 1917, p 
242) could further the cause. After the war, when Richardson instigated the Dancers 
Circle Dinners, Astafieva was invited to take part in the preliminary discussions which
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led to the formation of the Association of Operatic Dancing in 1920. Despite her 
reputation as the leading Russian teacher in London, the new society looked to the 
ballerina Tamara Karsavina, and not Astafieva, to represent the Russian School.
The construction of Astafieva’s heritage and identity, and its conversion into ‘cultural 
capital’ as theorised by Bourdieu (1993), also involves the testimony of her pupils. In 
this respect, autobiographies by Astafieva’s best known students, Anton Dolin (1938, 
1973), Margot Fonteyn (1975), Arnold Haskell (1934), Alicia Markova (1986) and 
Marie Rambert (1972), constitute valid sources rather than superfluous anecdotal 
evidence of dubious accuracy. It is within these accounts that a narrative of 
dispossession, dislocation and resolution emerges, particularly in Dolin’s 1938 memoir 
Ballet-Go-Round, published four years after Astafieva’s death.
According to Dolin (1938, pp 107-108), at the age of eighteen months, Astafieva’s 
family fled their home in Rostoff to avoid riots by factory employees who burned the 
town to the ground. Relocated in St. Petersburg, Astafieva later contracted typhoid fever 
(aged seven) and nearly died. On recovery, she began private dancing lessons at home 
with a teacher and later attended the school attached to the Imperial Theatre, graduating 
at the age of sixteen or seventeen and, shortly afterwards, marrying “a man -  a 
celebrated artist — whom she did not love”. (Dolin 1938, p 107). At the outbreak of the 
Russo-Japanese War, Astafieva divorced her husband and followed her new lover to his 
commission some 12,000 miles away where they were married.’'^  She worked as a Red 
Cross nurse in a field hospital for patients with tetanus and typhoid until she was shot by 
enemy troops whilst searching for wounded on the battlefield. Her contribution to the 
war effort was rewarded with the Ribbon of St. George, an equivalent to the English 
Victoria Cross.
What follows is a scenario which, although tragic, was not uncommon in early 
twentieth-century Russia: an unhappy marriage, divorce, poverty and the serious illness 
of Astafieva’s son by her first husband. By Dolin’s account, a chance encounter (in 
1911) with Diaghilev at the casino tables in Monte Carlo led to an engagement with the
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Ballets Russes in London, after which Astafieva continued touring with the company in 
Europe. Forced to abandon contracts to perform in Berlin and New York (due to the 
outbreak of war in 1914) she was stranded in London and “practically penniless ... [she] 
did the only thing possible to earn her living, starting a school” (Dolin 1938, p 109).
The opening of Astafieva’s studio in 1915 changed the landscape of ‘operatic dancing’ 
in London, forcing recognition of a centuries old training system embodied by a woman 
teacher. However, Astafieva’s Imperial Russian training and performance career could 
not have prepared her for the intensely competitive English training sector. Teaching 
ballet as a commercial enterprise was not a Russian heritage but a modem, European 
development tied to a market economy and demanding a combination of teaching, 
administrative and business skills. In 1915, when women had yet to gain the vote and 
the dancing master remained dominant, such an enterprise was pioneering. Nonetheless, 
by 1920, Astafieva had established herself as the leading Russian ballet teacher in 
London, and her studio as a meeting place for the visiting Ballets Russes.
The symbolic power of Astafieva’s heritage is clearly discernable in descriptions of her 
physical appearance and highly stmng temperament. Dolin, for example, dedicates 
significant space to Astafieva’s much copied ‘look’ comprising
a short black dress to the knees, always white stockings covering her 
beautiful legs, little pink ballet slippers, or else the extreme -  black shoes 
with heels so high it use to puzzle me how she managed to walk on them
Dolin 1938, p 106
Arnold Haskell remembers a much less immaculately groomed woman who was 
“incredibly untidy” with unsightly legwarmers and “skirts hitched up round her waist 
with string or a safety pin” (Haskell 1934, p 37). Most accounts refer to an ancient 
chiffon evening dress, frayed satin slippers and elaborate accessories; scarves, strings of 
pearls, long painted fingernails and a cigarette holder. Diana Menuhin remembers 
Astafieva’s pale skin, fine bone structure and “a whole physiognomy fudged by a 
mixture of what seemed to a small girl to be flour and water (Menuhin 1996, p 13).
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Perhaps the most revealing insight is provided by Margot Fonteyn, who studied briefly 
with Astafieva at a much later date, and describes an
indefinable mixture of the stylish with the slightly grubby that only 
such an aristocratic personality from Czarist Russia could hope to 
carry off successfully.
Fonteyn 1975, p 33
Extremes in Astafieva’s appearance, interpreted as the multiple identities of a Russian 
woman, bom into privilege but forced to scrape a living in exile, are matched by 
perceived extremes in her character and personality. Whilst Markova recalls “a woman 
of temperament and spirit ... one felt the breath of the theatre, even as she entered the 
classroom” (Markova cited in Dolin 1973, p 70), Haskell describes a ‘warm hearted’ and 
‘quixotic’ temperament. In concluding that “to her English girls she gave something of 
her vitality; with the Russians there might have been explosions”, Haskell (1934, p 8) 
demonstrates the stereotypical oppositions between ‘Russian’ and ‘English’ which were 
influential across the ballet field.
Astafieva may have guarded her heritage with unquestioning loyalty but she did more 
than simply preserve a tradition. Descriptions of her classes and methods suggest that 
she developed her own distinct teaching methods rather than simply repeat the system in 
which she herself was trained. Dolin’s (1973) biography of Markova (which alternates 
between Dolin’s own comment and quotations from Markova) makes it clear that 
Astafieva did not follow Cecchetti’s prescribed classes for each day of the week.’^  
Neither was the studio run as an Imperial-style military regime. Astafieva was 
invariably late for morning class, although Dolin is quick to add that students “would 
willingly have waited for her until three or four o’clock” (Dolin 1973, p 69).
The anecdote illustrates the power of a teacher mother regarded as beyond reproach as 
well as the close bond between teacher and students. The strength of the bond was, I 
suggest, the result of the teaching methods developed in response to Astafieva s new 
environment and the needs of her students. Her reinvention (rather than rejection) of the 
traditional didactic model appears to have involved two dominant features, spontaneous
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instruction designed to improve students’ physical and mental agility, and the extension 
of learning to incorporate critical reflection. Both strategies are evidenced by Markova, 
who recalls that
Astafieva had an inventive brain and devised most remarkable combinations 
of steps for her pupils. She prepared such difficult material for us and 
steered us through it so skilfully that no other choreographer scared us when 
we went out into the world to make our way as ballet dancers.
Markova cited in Dolin 1973, p 69
The demands of Astafieva’s teaching appear to have centred on the variation and 
reversal of combinations of steps and quick reaction to spontaneous instructions mid 
sequence. Markova remembers Astafieva “spring[ing] unexpected commands on us 
while we were executing pirouettes” adding that “we had to be ready to perform any 
number, and stop at the moment we were told.” (Markova cited in Dolin 1973, p 69).
Markova also considers Astafieva “the first to emphasize the importance of 
contemplation on dancing” (Markova cited in Dolin 1973, p 70). Whether this process 
of reflection included the retrospective analysis of steps and movements in the manner 
of Espinosa’s system is unclear. Astafieva did not codify or write down the structure of 
her classes or teaching methods developed over a sustained period fi*om 1915 to the 
early 1930s. Even if she had, it is possible that the intrinsic value of her teaching would 
be difficult to quantify. Her contribution seems to have been in releasing Imperial 
Russian training from its rigidity and, in doing so, freeing her students. The argument 
finds some support in Meredith Daneman’s conclusion that for the young Margot 
Fonteyn, Astafieva provided an environment in which she “could relax and let herself go 
in a way that would soon be denied her”, adding that Astafieva’s method “was all to do 
with facilitation, the shedding of strain” (Daneman 2004, p 56). Daneman’s evaluation, 
based on Fonteyn’s (1975) own account, emphasises the teacher as facilitator and 
educator, as opposed to instructor. Collectively, descriptions of Astafieva’s teaching 
reveal an important layer of meaning in the construction of the mother of English 
ballet’: a direct challenge to the patriarchal didactic model of teaching which anticipates 
the emergence of ‘modem educational dance’ post 1945.
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Astafieva inspired her students and, of equal importance, impressed their mothers. The 
support and protection she gave her protégés, particularly during public performances, 
was admired and appreciated. Markova’s mother, for example, was impressed by the 
way Astafieva ensured that her students “gained the best place on the programme and 
were seen to good advantage by the audience” (Dolin 1973, p 64). Good publicity for 
students was, of course, good publicity for their teacher but Astafieva appears to have 
shown a high level of commitment to her dancers’ public profile and career development
Many other mothers admired Astafieva’s teaching and entrusted their children to her, 
including their sons. Haskell’s mother was a particular devotee who eventually 
persuaded him to enrol (Haskell 1934, p 37). Alan Carter, who went on to join the 
Sadler’s Wells Ballet, remembers when,
our mothers, as was traditional, sat on the coal box to watch lessons. 
Astafieva was very princess-like, waving and banging her walking stick with 
great bravura, chanting the while in a thick Russian accent.
Carter 2007, p 73
The image of a group of ballet mothers sitting on a coal box and watching their children 
being transformed into Astafieva’s world is a romantic and appealing commemoration 
but the ‘ballet mother’ more often implied a ‘pushy’ woman with an unrealistic view of 
her child’s po t en t i a l . As t a f i eva  herself contributed to the myth, referring to 
“interfering mothers” on several occasions: her fury at Mrs. Marks in presenting her 
daughter (Markova) as ‘The Miniature Pavlova’ is well documented. However, 
maternal ambitions for ballerina daughters reflect wider developments in familial 
relationships during the period. As noted by Selina Todd in Young Women, Work, and 
Family in England 1918-1950,
mothers were often more influential than fathers in determining a daughter s 
occupational aspirations and experiences, just as they frequently shaped 
attitudes to schooling.
Todd 2005, p 134.
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As Todd argues, the maternal influence included the teaching of values and social 
distinctions which informed young girls’ career choices. Such values were as least as 
important as any particular aptitude for the job. The etiquette and grooming of the ballet 
class (which transferred to the stage for the chosen few), was sufficiently representative 
of middle class ‘niceness’ to occupy an acceptable position in the hierarchy of women’s 
work. Thus, for many mothers, their daughter’s determination to be a ballerina may 
have been a pipedream but it was a relatively harmless one: failure was unlikely to 
damage the family reputation whilst success could enhance both income and social 
status.^®
The determination of Mrs. Marks, Mrs. Hookham and the many unnamed mothers of 
Astafieva’s students has an additional significance. In entrusting Astafieva with the 
training of their children, they simultaneously devolved part of their own maternal role. 
A serious student was as likely to spend as much time with Astafieva as with her own 
mother, a situation which could last for several years, including the crucially important 
period of puberty and adolescence. Thus, the woman teacher and girl student 
relationship was a combination of mentor/pupil and mother/daughter, a powerful 
dualism which, inevitably, left its impact on both parties. To a large extent, teachers like 
Astafieva came to be judged on the ability to fulfil both roles.
6.3 Rocking the Cradle
Astafieva showed that a woman could be both mistress and master of the studio, the 
school and the social milieu which surrounds it. Rambert and de Valois followed suit 
but developed very different teaching personas. Both women opened schools based on 
their own training heritage as a nucleus for an indigenous ballet company capable of 
producing national ballet. Both women prized the Imperial Russian heritage which 
Astafieva, Cecchetti and Legat (amongst others) embodied. To a considerable extent, 
the professional identities of Rambert and de Valois are constructed in relationship to 
each other. Recognised as the two mothers of English ballet, they are, nonetheless, 
constructed in terms of difference and, at times, conflict.
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Marie Rambert was born Miriam Ramberg in Poland in 1888. She studied dance as a 
child as part of the school curriculum but was inspired by seeing Isadora Duncan 
perform in Warsaw (in 1904) where the American dancer’s search for greater freedom of 
expression embodied the anti-Tsarist Polish revolutionary climate. Rambert was sent to 
Paris where she studied medicine before joining Emile Jaques-Dalcroze’s school of 
Eurythmies in Switzerland, following him to Dresden-Hellerau (from 1910) where she 
became his assistant.^^ In 1913, Rambert was invited by Diaghilev to work with Vaslav 
Nijinsky on a new ballet Le Sacre du Printemps, using her specialist training in musical 
rhythm to aid Nijinsky with Stravinsky’s complex score. Rambert spent a brief period 
dancing with the Ballets Russes as a corps member, travelling to South America with the 
company in 1913 (Rambert 1972).^^
At the outbreak of the First World War, Rambert moved from Paris to the relative safety 
of London where she spent the war years teaching, extending her dance training, and 
pursuing performance opportunities. She taught at the London School of Eurythmies, 
attended ballet classes with Astafieva and studied early dance forms with Mabel 
Dolmetsch. Performance opportunities were greatly reduced by the war but Rambert 
gained recognition in the press for her performance in a new ballet Pomme d ’Or at the 
Garrick Theatre in February 1917 (Rambert 1972).^^
As a former member of the Ballets Russes and choreographic assistant to the legendary 
Nijinsky, Rambert arrived in London with sigmficant credentials which, whilst not 
equivalent to training at the Imperial School St Petersburg, connected her to the new 
Russian ballet and its key players. She had attended company class with Maestro 
Cecchetti during her time with the Ballets Russes where she had also met Astafieva. It 
is also worth noting that Rambert was fluent in Polish, Russian, French and English, 
making her one of the most culturally mobile members of the London ballet community. 
Her social and professional status were further enhanced when she married the English 
playwright, Ashley Dukes in 1918, from which point she was accepted into London 
theatre society and the ballet teaching commumty as an ‘insider .
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Throughout the First World War, Rambert extended her London social network to 
include Dalcroze enthusiasts, the middle class Polish émigré community and the 
theatrical dance teaching profession. She opened her own school in 1920 and 
participated in developments leading to the formation of the Association of Operatic 
Dancing but was never a part of the organisation. Instead, Rambert aligned herself with 
Cyril Beaumont’s project to codify Cecchetti’s training system, joining the committee of 
the Cecchetti Society in 1922. A few years later, when Cecchetti established a 
permanent London studio, Rambert returned to study with him and gained his 
prestigious ‘Diploma’. Through these means, she firmly aligned herself with the 
Russian Imperial ballet heritage, gaining the credentials and recognition needed to 
succeed in a fiercely competitive teaching sector.
Rambert gained a considerable advantage over other London dance teachers when her 
husband acquired a former church hall in Netting Hill Gate in 1927. The Mercury 
Theatre provided Dukes with a venue for his own drama productions but also offered 
Rambert’s students a permanent stage on which to create and present ballet. The family 
enterprise offered a ‘complete’ progression from trainee to professional dancer, 
culminating in regular Sunday night performances to an audience of like-minded English 
ballet enthusiasts (the Ballet Club). Like many small scale attempts at generating 
‘home-grown’ ballet, the Ballet Club has been historicised as a ‘birth’. Haskell, for 
example, described the venture as
the child of Marie Rambert and Ashley Dukes, child of her artistry and his 
theatrical sense, organisation and industry. Ashley possesses a passion for 
building theatres, his wife for building dancers. Their union had to result in 
the Ballet Club.
Haskell 1934, p 210
The building of dancers may have been Rambert’s passion but she was not necessarily 
well equipped for the task. Her eclectic and fragmented dance training, together with a 
limited facility for ballet technique, presented significant hurdles which historians have 
tended to minimise. Rambert lacked the extensive dance background of Genée, Bedells, 
Astafieva or de Valois; neither did she achieve wide scale recognition as a professional
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dancer. Such disadvantages might have been overcome through the process of teacher 
training but before the mid 1940s, pedagogical emphasis remained on the content of 
training with little, if any, recogmtion of the teaching and learning process.
Factors such as these probably contributed to Rambert’s didactic and sometimes cruel 
teaching methods which, in turn, gave rise to an ambiguous maternal identity with clear 
traces of the monstrous feminine. Rambert may have demonstrated against Imperial 
Russian oppression as a young girl in Warsaw but as a teacher she embraced its balletic 
tradition wholeheartedly.^'^ Casting aside her admiration for Duncan and Dalcroze, she 
‘built’ her dancers through rigid adherence to Cecchetti’s system in the pursuit of 
classical perfection. The anomaly has received little attention from dance scholars to 
date and the ‘conversion’ to ballet is not illuminated in her autobiography, although the 
detail with which she recalls working with the Ballets Russes suggests that this 
experience may have been pi v o t a i . It is possible that, as Geraldine Morris suggests, 
Rambert’s own eclectic dance training “coloured much of her approach, at least as far as 
musicality and the more qualitative elements of the movement are concerned” (Morris 
2003, p 88). Rambert, however, chose to remember the centrality of the danse d ’école 
in her teaching, maintaining that she
taught by insisting on the classical line with all my might ... My absolute 
insistence on the classical correctness gradually produced a conscious 
rebellion which gave each choreographer his own style.
Rambert 1972, p 108
A philosophy of classical ballet technique as the springboard for creativity bears the 
traces of Rambert’s time with Diaghilev’s company: even at its most avant-garde, the 
Ballets Russes safeguarded classical training through its ballet master, Cecchetti. 
Rambert sought to create a similar environment in which innovation was bom of 
tradition, rejecting the new vocabularies of modem dance (including Duncan inspired 
Hellenism, Eurythmies and the European expressionist traditions) as incapable of 
inspiring rebellion, departure and choreographic invention. This may explain why 
Rambert did not align herself with the indigenous modem dance commumty led by
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Margaret Morris, Madge Atkinson and Ruby Ginner?^ Her belief in classicism and 
apparent disinterest in the pursuit of the ‘natural’ might begin to answer one of the most 
obvious (but never asked) questions as to why Rambert became a pioneer of English 
ballet and not modem dance.
Whatever the content of Rambert’s class, descriptions of her teaching generally focus on 
teacher/student power relations. For example, Haskell describes a process of control and 
submission in which Rambert
treated each one as an individual problem, moulding character as well as 
body. She had to master the reserve of Pearl, hamess the vitality of Prue, 
give Andrée self-confidence. She praised and cursed them all, but each in a 
different manner ... she devoted herself to them the entire day.
Haskell 1934, p 211
Haskell’s vivid picture of a teacher who ‘praised and cursed’ in equal measure is 
reflected in a number of other statements. Maude Lloyd recalls being one of the few 
students to resist losing her temper with Rambert but adds that “inwardly 1 suffered 
agonies” (Lloyd 1984, p 43). In an extended series of articles, another Rambert dancer, 
Brigitte Kelly, gives one of the most detailed and critical accounts of life at the Mercury 
Theatre and Rambert’s rule by fear:
the place was not for the timid; it demolished them. You did not go to the 
Mercury for self-indulgence. You went there to leam, to be guided and 
reformed ... to mortify the flesh ... to improve yourself, eschew the easy 
option ... it was a curious mixture of the avant-garde and nineteenth-century 
Puritanism.
Kelly 1999, p 18
Kelly provides an illuminating picture of the “crusading spirit” and “scorn for wordly 
comfort” (p 18) which are inscribed in Rambert’s maternal identity and used to 
distinguish her from her contemporary and rival, Ninette de Valois. Whilst both 
women were noted disciplinarians, Rambert’s power is constructed in the context of
adversity and hardship, requiring
a producer, an activator, a fuse, a coaxer, a bullier [sic], a driver, a prodder, a 
pusher, an irreverent mother, a charmer, an inspirer, above all an art-lover.
Kelly 1999, p 22
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Most of Rambert’s dancers and collaborators were able to find redeeming qualities in 
her vitality, enthusiasm and total dedication. Others cast her as the black fairy or wicked 
stepmother of their ballet fairytale, the clearest example being Menuhin’s memoir, A 
Glimpse o f Olympus?^ Menuhin’s account of a career which was never quite fulfilled 
positions Rambert as a mother and crone, under whom she suffered a period of abject 
despair. As she writes,
for ten, harsh years 1 underwent teaching which -  totally committed and 
informed with an almost fanatical fire as it was -  was so abrasive as to flay 
the skin off any self-confidence that 1 had once possessed.
Menuhin 1996, p 16
Whilst conceding that Rambert’s shortcomings were, in part, absolved by “a divine 
energy” which benefited her dancers, Menuhin recalls “the constant and vituperative 
correction, the long exhausting hours spent steaming in the depressing penumbra of the 
inadequate light” (Menuhin 1996, p 17). Such demonising serves the additional function 
of characterising Menuhin as the long suffering Cinderella, complete with a fairy 
godmother in the form of Mathilde Kschessinskaya, with whom she went on to study. 
Kschessinskaya, former Prima Ballerina Assoluta of the Imperial Theatre, St. 
Petersburg, and her husband. Grand Duke André (a first cousin of the executed Tsar), 
had been given political asylum by the French government. For Menuhin, as with so 
many others, the narrative of ballet mothering converges with the Russian Imperial 
émigré habitus:
tiny, sparkling with an almost incandescent quality, bubbling with life, full 
of charm ... imbued with gaiety, warmth and a kind of tough tenderness, 
Kschessinskaya was the embodiment of all I needed to give me back the 
dance as I’d first longed to serve it.
Menuhin 1996, p 95
Menuhin’s story is coterminous with Agnes de Mille’s earlier tale of Madame Wasp, 
queen hornet, vixen mother, the lady boss of Notting Hill” (de Mille 1951, p 184). But 
de Mille’s analysis is, in places, more acutely observed and illuminating. For her at 
least, the underlying impetus for Rambert’s ruthless streak was ‘the intolerable anguish 
of her balked hopes”, a fundamental disillusionment which could break surface at any
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time, prompting her to “reach out and break whomever she was with” (De Mille 1951, p 
188). Whilst de Mille recalls Rambert’s kindness, wisdom and love, she concludes that 
“it was just one’s own good fortune she could not bear ... not if one achieved it 
independently, against her advice, free from control” (de Mille 1951, p 189).
Writing much later in her life, Rambert was forced to address her reputation as a cruel 
teacher. Blaming the inherent nature of a technique in which “the slightest deviation is 
immediately visible as fault” (Rambert 1972, p 108), she implies that it was ballet, and 
not her teaching, which exposed her students’ inabilities. More importantly, Rambert 
employs a mythology of the ‘cruel-but-wise’ teacher whose methods
sprang out of my heart and brain in my passionate endeavour to obtain the 
result needed. I was not aware that my words were often wounding. But 
they bore fruit, and nowadays when I meet my old pupils they quote those 
cruel, but most apposite, words, and we laugh together.
Rambert 1972, p 109
Ultimately, Rambert’s cruel streak was rewritten as an evocative narrative of life ‘On the 
Slopes of Olympus’ where the “midwife of genius” presided over the “labour pains” of 
English ballet (Clarke and Crisp in Pritchard (ed) 1996, npn). The polarisation of 
intense commitment and oppressive methods becomes a powerful discourse of a divine, 
but never quite maternal, feminine.
6.4 Modem Matriarch
Rambert’s identity as the ‘midwife’ of English ballet was, in part, a recognition that, as 
with all fairytales, there could only be one ‘real’ mother - Ninette de Valois. More than 
any other individual, de Valois provides the ever present figure in histories produced 
from the 1930s to the present day. Nonetheless, the body of work on a woman whose 
career spanned most of the twentieth-century provides little by way of analytical or 
critical weight, predating the tools of cultural theory which might unravel the webs of 
identity and heritage’ signified in the monikers ‘Madam’ and mother . The fact that 
this remains the case is, I suggest, indicative of the “British fear of theory noted by
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Janet Adshead (see Chapter 2, p 35), combined with a hidden boundary which separates 
women in modem dance from women in ballet, and accords only the former with the 
potential for rereading dance, gender and modemity.
Whist some of the more recent scholarship on English ballet has begun to challenge the 
traditional narrative on which Britain’s national ballet institution is still reliant, Zoë 
Anderson’s The Royal Ballet: 75 Years (Anderson 2006) is a reminder that the history of 
de Valois’ company remains firmly in the hands of the chronicle writer?^ Nonetheless, 
de Valois’ traces are extensive, even in the early part of her career, providing several 
potential opportunities for a revisionist account under the central organising metaphor of 
mothering English ballet. As with Astafieva and Rambert, de Valois’ cultural identity 
traverses discourses of gender, national identity and modemity, which I continue to 
frame within a clearly defined structural model of the field of ballet. Like many of her 
contemporaries, de Valois benefited from the relatively unstable boundaries of her 
profession, enabling her to create new roles and, more importantly, combine an 
unprecedented series of positions: dancer, teacher, pedagogue, choreographer, company 
founder, artistic director, committee member, writer, autobiographer. Genée, Bedells, 
Karsavina, Astafieva, Rambert, Margaret Craske, Molly Lake and a generation of post 
1918 teachers achieved some combination of these roles but not the equivalent range. 
De Valois’ professional and cultural impact was the invasion of not just one male realm 
but the whole professional terrain.
Some aspects of de Valois’ ambition and “feel for the game” (Bourdieu 1990, p 9) can 
be traced to the opening of her first school in London in May 1926. A decade after 
Astafieva’s arrival, de Valois was assured of a buoyant dance teaching industry in which 
the dancing master was barely visible, and a woman presided over the most prestigious 
ballet teaching association. Only in this context could she have reclaimed the patriarchal 
European tradition of the conservatoire, modelled on the comprehensive training of 
Russia’s Imperial Theatres. As shown in Table 8 (p 168), The Academy of 
Chorégraphie Art was a clear attempt to promote dance as a composite theatre art and
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distinguishes it from a preparation for the commercial theatre (‘dancing’). A 
comparison with The Mayfair School of Dancing, Singing and Acting run by Flora 
Fairbaim and advertised on the same page illustrates the point. De Valois offered a 
music and theatre art library as well as a general education in scenic design (under the 
supervision of former Diaghilev employees), but not singing or acting lessons. Fairbaim 
emphasises public performance opportunities and the school’s own agency department: 
de Valois cites her own impressive career credentials but gives no sign of a quick route 
to the stage, even for the talented.
The concept of the new school was carefully introduced shortly before its opening. In 
‘The Future of the Ballet’, published in the Febmary 1926 issue of The Dancing Times, 
de Valois provided a lucid argument on the need for an enhanced programme of study 
based on a generic arts philosophy. Whilst daily classical training was to remain a core 
component, the programme should broaden to include “a close study of all literature 
dealing with the arts separately and the theatre in general”. Such an outward looking 
approach would demonstrate that
we are not alone in our troubles — classicism, romanticism, realism, and 
lastly, expressionism, have all held their universal sway. The isolation of 
ballet from all these innovations ... put[s] it on an inferior plane and tum[s] 
it into a cramped and limited affair.
De Valois 1926, p 591
Whilst there is no evidence to suggest that de Valois’ school was any more (or less) 
successful than those of her main competitors, her arts curriculum model did not go 
unnoticed. For example, the respected music critic, Francis Toye, praised a student 
performance at the Court Theatre, noting that
the technique of the dancers is adequate as a working basis, the wedding of 
music and choreography is happy, and the design of clothes, especially 
shows real artistic sense.
Toye 1929, p 672
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The review formed part of Toye’s lecture ‘Music in the Theatre’ broadcast by the BBC 
in December 1928 and was used by de Valois to promote her school (Table 9, p 171). As 
a promotion strategy it was, however, a mixed message. Just as de Valois was seeking 
a professional identity based on recent productions in Cambridge, Dublin and London, 
Toye reinstates the Ballets Russes benchmark, suggesting that
if the activities of the more intelligent schools of dancing such as this could 
be correlated; if the musicians and painters could be interested, and, above 
all, if we could find an English Diaghileff to imprint his personality on them 
we might achieve something very interesting and good ...
Toye 1929, p 672
De Valois left the standardisation of the teaching sector to the teaching societies whilst 
she pursued production work in the rapidly growing repertory theatre movement, viewed 
as the obvious model for a repertory ballet company. A subsequent advertisement for 
the school (Table 10, p 172) demonstrates de Valois’ increased profile in choreography 
and dance production, together with the marketing strap line “The School that devotes 
its entire system to the preparation of the dance-student for the Theatre”. By late 1929, 
de Valois was entering students for both ADD and Cecchetti Scoiety examinations and 
was licensed by London County Council. In addition to work for Drury Lane Theatre 
and the Abbey Theatre in Dublin, de Valois was carefully nurturing a mutually 
beneficial (and well documented) collaborative partnership with Lilian Baylis and the 
Old Vic.^° When she eventually moved her school into Baylis’ other project, a newly 
refurbished theatre in Islington (in 1931), de Valois no longer needed her Russian 
credentials. The Vic-Wells Ballet and school were consecrated by an English arts 
heritage split between two London theatres on opposite sides of the Thames. De Valois’ 
curriculum model found an ideal home amongst the plays and operas presented by the 
Sadler’s Wells and Old Vic theatres.
De Valois’ partnership with Lilian Baylis was a pivotal exemplar of female agency in 
the construction of national cultural identity. Like Astafieva and Rambert, de Valois 
provided ballet with a new home but her power as the central protagonist in the 
mothering of English ballet was the ability to play the whole family, the dancer daughter
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Table 10: Advertisement for The Academy of Chorégraphie Art {The Dancing Times 
October 1929, p 340)
‘'Les Petits Riens."- M o z â r t .
The
Academy of Chorégraphie A rti
Director: M N ET T E  D E  VALOIS I
4
‘*The School that devotes its entire system to the preparation of the |  
dancC'Student for the Theatre/'
XMAS PRODUCTION WORK. 
Drury Lane Theatre.
Ballets arranged by Ninette de Valois
The Old Vic.
Fourteen dancers engaged from the above Academy will appear.,r[ 
for three weeks in "'Hommage Aux Belles Viennoises "—Schubert, 
as a prologue to tQ  Opera "Hansel and Qretel."
The Abbey Theatre, Dublin. J
November 19th, for one week, Ninette de Valois will present 1 
"Rout," by Arthur Bliss—in conjunction with the Abbey School
of Bcdlet.
Studenfs who wish to obtain certificates, can be prepared for both 
Operatic Association and Cecchetti Examinations.
6a. ROLAND HOUSES, ROLAND GARDENS, S.W.7.
Licensed Annually by L.C.C. Ken. 9
When replying to Advertlseineiils please menllon “  The Dancing Time».”
Chapter 6: Mother Nation 173
the mother teacher, the pedagogical and choreographic father and, ultimately, the head 
of a national establishment. In the playing of these various roles, webs of gender and 
national identity are closely interwoven and, inevitably, unstable. De Valois was Irish 
bom but claimed (by Richardson amongst others) as an English dancer, a label which 
she did not dispute.^^ Like the majority of dancers and teachers she adopted a 
professional name but it was French rather than Russian. As a single woman she 
ignored the accepted etiquette of the title ‘Miss’, whilst her married status is so well 
hidden that the event is given only a single sentence in her autobiography.^^ Her books 
are punctuated with a masculine-coding of the English, the choreographer and the reader 
(always ‘he’) which consistently re-writes ballet patriarchy rather than celebrate her 
identity as a woman of immense cultural power.
De Valois’ largely self-constructed identity as an academic and pedagogue finds its 
strongest pre-war voice with the publication of Invitation to the Ballet (de Valois 1937). 
Part of a comprehensive manifesto on English repertory ballet, the penultimate essay, 
‘An Academic Digression’ (Chapter IX, pp 223-256), is a bold assessment of the 
challenges facing teacher and student. As if to dismiss the various debates published in 
the teaching press, de Valois opens with a quotation from Kant and an inherent 
statement on the pursuit of (ballet) knowledge:
this critique of reason has now taught us that all its efforts to extend the 
bounds of knowledge, by means of pure speculation, are utterly fiuitless; as, 
where we cannot know with certainty, we are at liberty to make guesses, and 
to form suppositions ... Imagination may be allowed under the strict 
surveillance of reason to invent suppositions; but these must be based on 
something that is perfectly certain and that is the possibility of the object. If 
we are well assured on this point, it is allowable to have recourse to 
supposition in regard to the reality of the object; but this supposition must, 
unless it is utterly groundless, be connected, as its ground of explanation, 
with that which is really given and absolutely certain.
Kant cited in de Valois 1937, p 224
The extract is worth quoting in full as the philosophical underpinning for an essay on 
ballet knowledge as truth, presented as a triangulation of French, Italian and Russian 
traditions from within de Valois’ own embodied knowledge. Her evaluation of the
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strengths and weaknesses of each ‘school’ centres on experience as performer and 
teacher but is strengthened by historical evidence and coherent argument. The RAD, the 
Imperial Society of Teachers of Dancing and the British Ballet Organization were 
unable to emulate her position as a single, objective voice: Genée, Bedells, Espinosa, 
Richardson and Beaumont were partisans. Astafieva, Cecchetti, Legat and their 
disciples were, similarly, advocates of one system, albeit developed with various levels 
of individual interpretation. Karsavina alone was able to reconstruct a multiple training 
heritage but did so in the form of a practical syllabus which, to this day, remains unseen 
outside of the RAD.
De Valois’ essay covers a range of issues from the duration of training, the modification 
of existing practices in the pursuit of an ideal balance, the importance of mime and 
character dancing, the role of examinations (significant for the amateur but not the 
vocational student), and the timing of career progression. Her identification of 
‘extension’ as the explanatory logic of the Russian school, with ‘flexion’ performing the 
same function for the Italian (Blasis-Cecchetti) school (pp 238-242), is an early example 
of a movement analysis perspective which was to be developed decades later in the form 
of Labanotation and Benesh Movement Notation.^"  ^ The construction of a tripartite 
teaching and learning paradigm, based on the contribution of three different contributors 
is another feature worth noting. The Professor (“theoretical custodian”), the retired 
soloist dancer (“the source of practical experience”) and the choreographer (“the 
exploiter of marked individuality”) provide further evidence of traditionally gendered 
roles (p 233). However, de Valois’ adoption of all three roles subverts any simplistic 
demarcations.
Taken as a whole. Invitation to the Dance illustrates the completion of a naturalisation 
process begun by Astafieva, Beaumont, Cecchetti, Karsavina, Legat, Rambert and many 
others. De Valois’ unique role was to acquire and disseminate the Imperial Russian 
ballet repertoire through the services of the régisseur, Nicholai Sergueyev, whom she 
brought to London on a ten year contract fiom 1931-1939.”  The restaging of nineteenth- 
century ballets from the notation manuscripts rescued from Russia hy Sergueyev, was a
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highly significant act of commemoration. Glimpses of these works had been seen before 
but in offering London audiences Giselle (Coralli/Perrot 1841), Coppélia (Saint-Léon 
1870), Casse-Noisette (Ivanov 1892), The Sleeping Beauty (Petipa 1890) and Le Lac de 
Cygnes (Petipa/Ivanov 1895), de Valois set the mould for English national ballet: a 
carefully balanced repertoire of nineteenth-century ‘classics’ and new modem ballets by 
carefully nurtured (‘mothered’) young choreographers.^^ De Valois built a repertoire to 
match her pedagogy, locating the classical tradition at the centre but extending its 
boundaries. Her own choreographic output, prolific until the arrival of Ashton as her 
resident choreographer in 1935, ensured her identity across the ‘old’ and ‘new’.
De Valois did not wait for English ballet to gain a genuine tradition of its own but 
created an ancestry from her multiple positions as dancer, teacher, choreographer, 
company founder and writer. Perhaps more than any other single agent, she fulfils 
Beaumont’s (1922) prophecy of a figure who could “both father and mother a series of 
great British ballets”. Rambert may have fostered an important group of choreographers 
who, in turn, produced a significant repertoire but her power was limited by the 
resources available to her, a less influential professional network, and a disinclination 
towards institutional identity. Her reputation as a harsh teacher may also have helped to 
obscure her contribution in training dancers capable of meeting, and sometimes 
surpassing, choreographic developments and demands. Whilst it is likely that Astafieva 
and de Valois employed oppressive teaching methods, neither of them have been 
demonised to the same degree.
In seeking an Imperial rather than an English ballet identity, de Valois reduced the need 
to define Englishness in terms of indigenous character. Whilst she respected dancers 
and teachers like Genée, Bedells and Zanfretta she was an active participant in the 
dismissal of the Music Hall Ballet as a legitimate heritage. In this, Astafieva and 
Rambert were her allies. Neither a neo-classicist, nor an advocate of the avant-garde, de 
Valois embraced modernism from inside the classical academy and from the centre of 
the repertory stage. In recognition of parallel developments in ballet at the Sadler s 
Wells and Mercury Theatre, she dedicated Invitation to the Ballet to Lilian Baylis and
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Marie Rambert, acknowledging both women as pioneers and peers. De Valois was less 
generous in her evaluation of Astafieva’s contribution, insisting that the latter was 
insufficiently trained as a teacher and that her star pupil, Alicia Markova “would have 
been a star no matter who taught her” (de Valois cited in Leonard 1995, p 37). No 
doubt, her dismissive attitude was partly prompted by Haskell’s conclusion that “with a 
little less sympathy and more common sense in her make-up, she [Astafieva]could have 
started almost unaided many of the subsequent English ballet movements” (Haskell 
1934 p 38). De Valois, for one, was not prepared to contemplate the idea of a Russian 
mother of English ballet.
In conclusion, Astafieva, Rambert and de Valois provide a narrative of multiple 
mothers whose careers far outlasted the twenty year duration of the Ballets Russes, 
whose teaching had at least as much impact as Espinosa, Cecchetti or Legat, and 
whose identities are embedded in English ballet’s ‘webs of identity’. Such a 
narrative offers a gendered understanding of national ballet with women at the 
centre of its production (and reproduction), and protagonists in the “almost 
miraculous encounter between the habitus and the field” (Bourdieu 1990, p 66).
Whilst their combined cultural identities demonstrate the function of mother 
mythology in creating and reinforcing a sense of unified national identity, they 
simultaneously embody an English ballet heritage which, as Lowenthal observes,
“stems not just from one taproot but from a congeries of pasts” (in Gillis (ed)
1994, p 54).
6.5 Notes
De Valois appeared with the Ballets Russes from 1923 1925, returning as guest
artist in 1926 and 1928. Rambert worked with the company on Nijinsky’s Rite o f 
Spring in 1913 and, subsequently, for a short period as a dancer in the corps.
As I write, I am mindful of the fact that 2009 sees the centenary of the Ballets 
Russes and, inevitably, the reinvigoration of Diaghilev mythology.
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Although I am concerned in this thesis with the era of the Ballets Russes, the 
genre continued under the Soviet regime with autobiographies by, for example, 
Maya Plisetskaya (2001).
Karen Eliot (2007) has provided a brief but critically evaluative appraisal of 
Karsavina’s career, including her contribution to English ballet, in Dancing 
Lives: Five Female Dancers from the Ballet D 'Action to Merce Cunningham.
Ashton and Fonteyn did not work with the Ballets Russes but trace their 
Diaghilev lineage through their teachers, Astafieva (for Fonteyn) and Léonide 
Massine (for Ashton) and, thus, to their teacher and Diaghilev’s ballet master, 
Enrico Cecchetti.
Whilst I cite Carter’s paper given at the Society of Dance History Scholars 
conference in Limerick 2003, these and other ideas are given much fuller 
explication in her monograph Dance and Dancers in the Victorian and 
Edwardian Music Hall Ballet (Carter 2005).
It is also worth noting that gala performances by the ADD featured revivals of 
some of the most popular music hall ballets, including the much-loved Empire 
production. The Dancing Master, created by Wilhelm to music by Cuthbert 
Clarke. This ballet was performed by Espinosa and Bedells at the AOD’s First 
Annual Matinee at the Gaiety 8^  ^November 1923 (ADD 1923).
Primary sources reveal a number of variations in the spelling of Astafieva’s first 
name which include Seraphine, Seraphina, Serafima and Serafma. I have used 
the latter which later historians have generally adopted as standard.
Astafieva studied with Cecchetti whilst in Russia. Rambert and de Valois both 
attended Cecchetti’s London studio in the early 1920s and graduated with his 
highly regarded ‘Diploma’.
Marie Rambert was bom Miriam Ramberg whilst de Valois’ was originally Edris 
Stannus. Astafieva’s family name is not known but a Certificate awarded by the 
Imperial Theatre and cited later in this chapter indicates that ‘Astafieva’ was a 
stage name, recording her actual name as Serafima Alexandrovna Greaves (see 
note 14).
This is not to imply that Astafieva, Rambert and de Valois were not involved in 
developments within the teaching societies. All three were involved in the 
preliminary discussions which led to the formation of the Association of Operatic 
Dancing in 1920. Rambert and de Valois were also on the original committee of 
the Cecchetti Society (formed by Beaumont in 1922), although de Valois 
resigned soon after.
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Markova and Dolin formed their own company in 1935, after which they pursued 
independent careers in Europe and America.
Anton Dolin gives more detail on Astafieva’s heroic work for the Red Cross in 
Ballet Go Round (Dolin 1938) and Markova: Her Life and Her Art (Dolin 1973).
It is interesting to note that Dolin (1938) does not give the name of Astafieva’s 
lover and second husband, whilst Richardson (1915) provides the name 
(Monsieur Greaves) but fails to mention a previous marriage. Neither writer 
explains how a Russian officer in the Tsar’s army inherited the family name 
Greaves.
The young Diana Gould (later Menuhin), auditioned for Astafieva at the age of 
eight but was unsuccessful and went to Marie Rambert instead. (Menuhin 1996, 
p l 3 )
Cecchetti devised a set class for each day of the week Ifom Monday to Saturday. 
Under the Cecchetti Society, the system was restructured as a syllabus with much 
more flexibility. Cecchetti’s original method has recently been recorded in 
notation by Ann Hutchinson Guest and Toby Bennett. (2007).
The development of an educational concept of dance is generally attributed to the 
Laban-derived ‘modem educational dance’ movement introduced into the 
English school curriculum (as Physical Education) in the late 1940s. The 
assumption seems to be that ballet training could not accommodate educational 
principles, an issue which is as relevant today as it was during the 1920s and 
1930s.
The mythology can be seen in much later writings on teaching, for example,
Maria Fay’s two-part article ‘Beware the Ballet Mum’ (Fay 1995a and 1995b).
The incident is recorded by Haskell (1934, pp 38-39), amongst others.
The situation was not necessarily transferable to the impact of mothers on their 
sons’ careers. Nonetheless, Astafieva was adopted as a mother figure by her 
male students, in particular, Anton Dolin who considered her his “dancing 
mother -  mine and many others” (Dolin 1938, p 110).
Rambert writes in detail of her time with Dalcroze in her autobiography (1972, 
pp 47-54) but a better understanding of eurhythmies and its influence on Fokine, 
Nijinsky and others can be found in Garafola’s Diaghilev’s Ballets Russes (1989, 
p 43 and 60-61). The impact of Dalcroze was so dominant that, according to 
Rambert (1972, p 89), Cocteau coined the witticism ‘Le Spectre de Dalcroze’.
It was during this 1913 tour that Nijinsky married Romola de Pulszky, a 
controversial event recalled with a spectrum of emotions in Rambert s memoirs 
(Rambert 1972, pp 72-75).
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The ballet Pomme d ’Or was conceived by Vera Donnet with choreography by 
Rambert. The work concerned “the awakening of the medieval world to the 
Renaissance” (Rambert 1972, pp 88-89), hence the need for Rambert’s lessons 
with Dolmetsch in sixteenth-century dances.
Rambert describes her minor involvement with the Polish resistance and 
attendance at political rallies in her autobiography (1972, pp 21-26).
Rambert devotes two whole chapters (4 and 5) to her season with Diaghilev’s 
company -  almost the same space as she gives to fifty years of work with her 
own company.
Margaret Morris (Margaret Morris Movement), Madge Atkinson (Natural 
Movement) and Ruby Ginner (Revived Greek Dance) all developed non-balletic 
movement vocabularies from 1910 onwards. Neither their work, nor the growth 
of an indigenous British modem dance subculture before the Second World war 
has received much scholarly attention. The forthcoming conference ‘Moving 
Naturally: Rethinking Dance 1900s-1930s’ (University of Surrey, October 3 
2009) promises to provide a significant impetus for re-assessing their legacies.
Kelly wrote a series of three instalments on her life in ballet, published 
consecutively in Dance Chronicle. (Kelly 1999a, 1999b, 1999c).
Diana Menuhin, bom Diana Gould, was a Rambert student and original member 
of Ballet Rambert before marrying the celebrated violinist Yehudi Menuhin.
I identify a recent body of work on English ballet in Chapter 2, pp 45-47.
De Valois wrote several tributes to Lilian Baylis (who died in 1937), the most 
poignant appearing in Step hy Step (de Valois 1977, pp 31-35). Baylis’ role is 
also well documented in histories of the Vic-Wells/Sadler’s Wells Ballet, 
beginning vAih Ninette de Valois and the Vic-Wells Ballet (Neatby 1934), for 
which Baylis wrote the Preface.
Throughout the late 1920s, Richardson consistently refers to de Valois as 
English. References to her nationality start to disappear fi"om the move to the 
Sadler’s Wells Theatre in 1931.
De Valois married Dr. Arthur Connell, a General Practitioner from Sunningdale, 
in 1935.
Despite her admiration for Genée, de Valois excludes Boumonville and the 
Danish school, possibly because it was outside of her own training, or because 
she viewed it as an extension of the French school of Vestris (Boumonville s 
teacher). It is also worth noting that during the 1920s and 1930s, very little was
34
35
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known about the ballet tradition in Copenhagen -  The Royal Danish Ballet was 
not seen in London until after 1945.
De Valois uses one of the basic principles of Labanotation but went on to support 
the system created by Rudolf and Joan Benesh in the 1950s, and taught as part of 
the Royal Ballet School curriculum.
De Valois provides a detailed account of her negotiations to employ Sergeyev in 
Come Dance With Me (de Valois 1992, pp 110-112).
For an extended discussion of the ‘classical canon’ in British ballet see Beth 
Germé (2000), although a wider cultural perspective can be found in Peter 
Stoneley’s (2002) paper ‘Ballet Imperial’, which 1 consider in Chapter 8.
■y f' '
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Chapter 7: Patriot Games: The British Ballet Organization
7.1 Introduction
The British Ballet Organization (BBO), formed in 1930, provides another site for an 
analysis of ballet, gender and national identity with a very different central protagonist 
in its founder and chief executive, Louise Kay (real name Eve Kelland). Overshadowed 
by the reputations of dancer/teachers such as Genée, Astafieva, Rambert and de Valois, 
as well as the high profile of her husband, Edouard Espinosa, Kay represents the 
numerous ‘invisible’ women in English ballet. Neither a dancer, nor teacher, nor 
choreographer, her self created position has, to date, defied the traditional criteria of 
dance history but her multiple roles as events organiser, publisher, co-editor of The 
Dancer and militant supporter of British dancers constitute a unique ‘mothering’ which 
is the focus of this chapter. That she was able to create and sustain her own professional 
role whilst running the family home, and actively supporting the careers of her husband 
and two children, suggests a woman of considerable energy, enterprise and 
organisational skills. Her achievements also demonstrate the breadth of the teaching 
sector and the potential it afforded newly enfranchised, middle class women. And yet, 
like her mother-in-law before her, Kay is a woman whose career has been disregarded in 
preference to the achievements of her husband. Mathilda Oberst remains hidden behind 
her husband Léon Espinosa. Louise Kay’s voice has been silenced by the volume of 
Edouard Espinosa’s pedagogy, a situation which I seek to challenge by giving her the 
role of a powerful and patriotic mother of ballet.
Unlike her husband, Kay did not write her memoirs, nor was she involved in the 
extended discussions on teaching standards which dominated the wider dance press from 
1915. Lacking the profile of a dancer or teacher, her managerial role was, nonetheless, 
extremely powerful within the BBO. As I show in the following pages, evidence of her
Chapter 7: Patriot Games: The British Ballet Organization 182
professional and domestic maternal control can be found in three key sources. The first 
of these is the journal. The Dancer, which Kay founded and which she co-edited with 
her husband. Whilst her editorial contribution was initially minimised, if not hidden, 
from 1932 she began to exert considerable influence. The change formed part of a wider 
strategy to ‘hide’ her identity as Espinosa’s wife until the British Ballet Organisation 
was firmly established. The pseudonym ‘Louise Kay’ was devised to disguise her 
professional identity as Eve Kelland, former actress and singer in the commercial 
theatre, and her private identity as Eve Kelland Espinosa, wife of the famous 
pedagogue.
Since Kay did not publish her own memoirs, her husband’s autobiography And then he 
danced (Espinosa 1946), is another important source. The text is edited by Rachel 
Ferguson, whose extended foreword provides additional information and an evaluation 
of the Espinosa family.' Whilst the focus is clearly on Espinosa, the account suggests 
that Kay’s role was central both within the home and as the family’s business manager. 
As expressed by her daughter “She was the captain of our ship; she told us all what to 
do” (Yvette Espinosa cited in Espinosa 1946, p xii). This dual mothering, ‘actual’ and 
metaphoric, is distinguished by the fact that, unlike Genée, Astafieva, Rambert and de 
Valois, Kay was not a ballet teacher. Instead, her maternal role was built on a talent for 
organisation, enterprise and leadership across two families: her husband and children, 
and the BBO which operated literally and metaphorically as a family, extended to 
include teacher and student members. In the Espinosa/BBO family, the father and his 
children took care of the teaching. The mother managed the entire enterprise.
A third source is Kathrine Sorley Walker’s (2007) meticulously researched chronicle of 
the Espinosa dynasty, including the family tree arising from Edouard Espinosa s two 
marriages; the first to his dancing partner, Lydia Nielsen, with whom he had a daughter 
(Nini Espinosa) and the second to Eve Kelland, with whom he had a son (Edward 
Kelland-Espinosa) Mid daughter (Yvette Espinosa). Much less information is given on 
the professional life of Eve Kelland/Louise Kay, either as a stage performer or in her
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work for the BBO. In this respect, Walker reinforces the gender hierarchy of ballet 
pedagogy and teaching dynasties.
7.2 ‘At Your Service’: The Editress
Kay’s decision to launch a new dance journal in 1928 was both radical and shrewd. 
The power of the dance teaching press, particularly as demonstrated by Philip 
Richardson and The Dancing Times, was becoming an increasingly significant factor in 
the national ballet agenda. It is possible that Kay recognised the gap between women’s 
influence in the studio and men’s command of the printed page, as well as the 
advantages of providing herself and her husband with their own public voice. It is also 
significant that the first issue emerged at a time when Espinosa’s role within the 
Association of Operatic Dancing was being challenged.^ Whatever the impetus, Kay’s 
management role enabled her to adopt a number of maternal identities which are 
reflected in her various contributions to the new journal. The Dancer. From the start, the 
editorial responsibilities were clearly divided between the Editor (Espinosa) and his 
column ‘The Editor’s Chair’ and the Editress (Kay) and her column ‘At Your Service’. 
Indeed, in the very first issue (January 1928), Espinosa alerts readers to the fact that “an 
EDITRESS is attached to the staff of this paper, to help in all matters wherein a 
WOMAN’S ADVICE IS OF SUCH VALUE” (Espinosa 1928, p 4). However, 
throughout the 1930s, Kay’s contribution extends beyond the realms of pastoral care for 
students and concerned parents, to the complex roles of business advisor, professional 
mentor and militant supporter of British dancers. By the late 1930s, Kay was regularly 
writing the ‘Editor’s Chair’ column in addition to her own and voicing strong opinions 
on the artistic, aesthetic and political divisions in the campaign for an indigenous ballet 
culture.
The significance of Kay’s ‘At Your Service’ correspondence column is in reflecting the 
expansion of the teaching sector and a subsequent increase in a wide range of issues 
concerning technique, health and fitness, career opportunities and professional codes of 
conduct. The teaching associations may have promoted ballet as a form of physical
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enhancement but then, as now, there was plenty of evidence to the contrary. Whilst Kay 
does not offer guidance on serious injury, she gives advice on the treatment of a diverse 
range of ailments from rheumatism to damaged knee ligaments, veruccas and weight 
problems. Many of her replies reflect an interest in herbal remedies and a belief in the 
importance of a healthy diet, relaxation and recreational pursuits, an approach which 
suggests a commitment to a holistic understanding of mind and body. For example, in 
reply to a woman who is unhappy about the size of her arms, Kay (1934, p 511) suggests 
some simple exercises together with the application of witch hazel to improve 
circulation. Another reader, unhappy with her grey hair, is advised to use ‘harmless’ 
tonics made from garden sage and borax, or a hair stain made from walnut leaves and 
husks boiled in water with a teaspoonful of gin (Kay 1932c, p 667). In both instances, 
Kay encourages the women to think more positively about their bodies and appearance, 
a reminder that then, as now, the pressures on women to conform to standards of 
physical perfection were a characteristic feature of the dance and stage professions.
The success of the correspondence column gave Kay an increasing level of authority so 
that, by the early 1930s, she was dealing with the sort of detailed technical enquiries 
which had previously been answered by Espinosa himself. These include queries on 
terminology, the ‘correct’ execution of a particular step and advice on improving 
technique across a broad range of dance techniques including ballet, tap dancing, 
Scottish dancing, the Hornpipe and ‘Acrobatics’.^  This breadth of knowledge reflects 
the diversity of dance in the commercial theatre and, consequently, the BBO’s wider 
remit but it is difficult to determine how much of the advice was written partly, or even 
entirely, by Espinosa. As a performer, Kay’s strengths were in acting and singing and 
whilst this would have inevitably meant some level of dance training, her knowledge of 
dance could not have rivalled that of her husband. Nonetheless, the vocabulary and style 
of writing are readily identifiable as Kay’s and it is her signature alone at the end of the 
column. Whatever her actual involvement, she achieved the status of expert and 
authority without working as a teacher or examiner in direct competition with her 
husband.
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Looking at letters from readers published throughout the 1930s, the major proportion of 
concerns relate to professional rather than technical matters: the locating of a suitable 
teacher, queries regarding fees, advice on starting up a school, information on teacher 
training opportunities and employment prospects for aspiring young dancers. 
Collectively, these letters reflect the topology identified in Chapter 3, across the 
spectrum of schools, associations, companies, theatre performance and 
publications/media. Kay’s responses suggest a secure knowledge and understanding of 
the complexity of the teaching profession, its economic structure, power relations and 
rivalries. Whilst the same could be said of Philip Richardson and Cyril Beaumont, 
neither The Dancing Times nor the Dance Journal published an equivalent column."' 
What distinguishes Kay’s editorial contributions, as I show in the following pages, is the 
‘grass roots’ level of communication with the readership, reflecting a commitment to 
dealing with their individual concerns. In The Dancer, readers were actively encouraged 
to write in, whatever their concerns. The BBO promoted itself as the teaching 
association which cared about its members and was ‘at their service’, encouraging 
familiarity rather than formality, representing the ordinary rather than the elite, and 
recognising the practicalities involved in realising ‘British Ballet’.
In addition to an insight into the teaching profession, Kay’s column reflects the wider 
social and cultural context in which ballet teaching operates and through which its 
cultural significance can be understood. Rather than attempt to give a unified summary 
of a decade’s worth of published correspondence, I focus on three examples which allow 
for an engagement with issues of social class and gender as well as an analysis of Kay’s 
maternal role. Since the nature of this kind of ‘micro history’ is to focus on the 
individual and specific, I quote the three examples in full. In addition, rather than place 
them in strictly chronological order, I organise them in terms of a career progression 
fi*om a student, to a young teacher, to a former teacher wishing to restart her career.
Example I
My daughter has been studying dancing under a good teacher for a good 
many years now, and we find it necessary for her to turn her knowledge to 
good account. She is eighteen years old and, and supposed to have a
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prepossessing appearance. She fancies the stage as a career, though we 
would rather she took up teaching. Would you be good enough to give us 
your advice in as plain a manner as possible. We are North Country folk, 
and do not object to plain speaking. Hoping you will understand we are 
most anxious for our daughter’s welfare, and she must start as soon as 
possible to earn her own living.
Anon 1932, p 667
This letter reflects two separate but related issues which are common features of the 
correspondence column: the realistic chances of a daughter earning a living through a 
career on the stage, and the suitability of a stage career for a girl from a ‘good family’. 
Both issues arise from the practical need for a daughter to earn her own income, to 
become an independent adult and, in some instances, to help support the family.^ Whilst 
the pressure to earn was generally much less for a daughter from a middle class family 
than for her working class counterpart, the situation varied according to other social and 
economic factors. These particular parents identify themselves as ‘North Country folk’ 
who have been in a position to allow their daughter to continue her training well past the 
school leaving age of 14.  ^ However, the urgency of the letter suggests that financial 
circumstances have changed and that they are no longer able (or no longer willing) to 
support her. Given the date of the letter, it is possible that the family were suffering the 
impact of a depression which bit hard into the social structure of the industrial north and, 
consequently, surrounding rural communities (Cannadine 1998). Such an interpretation 
would highlight Cannadine’s argument that our understanding of class relations gains a 
new dimension when we consider additional factors such as age, gender and, in this 
instance, regional economics.
As illustrated by Selina Todd (2005) in her study. Young Women, Work and Family in 
England 1918-1950, the widespread supposition that the ‘male breadwinner model’ was 
firmly entrenched by the early twentieth century has minimised the importance of young 
women as wage earners. Focus on married women’s work and wage patterns has not 
necessarily remedied the situation, since it has tended to obscure the position of young 
unmarried women in the national and family economy (Todd 2005, pp 54-55). As the 
letter demonstrates, the position of an eighteen year old daughter, neither a child nor an
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adult until marriage and motherhood, was precariously balanced between meeting the 
needs of financial independence, career aspirations and respectability. The parents’ 
preference for a career in teaching rather than stage performance is indicative of this 
quandary, although, as Kay is quick to point out in her reply, their perception of the 
theatre profession is misguided. Rather than a ‘prepossessing appearance’, Kay 
emphasises the need for ‘level-headedness’ and ‘hard work’. She also responds to the 
parents’ need for ‘plain speaking’, setting out the advantages of travel (“an education in 
itself’), rates of pay (“as good as any other job -  in fact, better than most”) and “cheerful 
and interesting hard work” (Kay 1932c, pp 667-668).
As Kay notes, the main hurdle in the daughter’s chosen career route is geographic 
location in that “the best jobs are undoubtedly to be found in London” and that this 
would, inevitably, mean relocating in order to be “on the spot” (p 671). Regional 
variation in work opportunities in the theatre and in dance teaching is, thus, another 
feature in considering any employment patterns. The hierarchical division between 
London and the ‘Provinces’ is a feature of the theatre and teaching professions 
throughout the period. The BBO, like the other leading dance teaching societies, 
developed a significant regional network but its administrative centre and professional 
theatre network were in London.* These parents, like many others, were faced with the 
difficult task of taking their daughter to London and finding a way into a complex, 
crowded and fiercely competitive profession of which they were highly suspicious and 
about which they knew little.
Example 2
I wonder if you can advise me. My daughter is a teacher of operatic 
dancing, and has quite a large connection, which keeps her busy up till 7 
p.m., and often after — when she has ballroom classes four nights a week.
She loves her work, but I feel she needs some relaxation (she dislikes 
reading), especially as she seems to have become very nervy these last few 
months. Her only time off duty, apart from Sundays and holiday (fbrtmght 
in the summer) is a half hour here and there during the day. Could you 
suggest some hobby which could be worked in with her teaching?
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We have resident students, so she has plenty of young company around; on 
the other hand, this does not allow her getting away from dancing during 
meal times. She persists in telling me she is happy and well, but I can see 
that this is not so, and others have also noticed this.
I dare not suggest a doctor. I feel rather at my wits end, and do hope you do 
not mind my bothering you. I should like to share in the hobby if possible -  
we are great pals.
Anon 1932, p 249
The second example demonstrates a different dimension in parental concern for 
daughters/teachers as well as the considerable demands of earning a living through 
dance teaching. Kay is quick to recognise that the problems expressed in this letter may 
be as much to do with the mother writing as the daughter about whom she writes. 
Indeed, this letter is interesting in that it involves several layers of maternal 
relationships: mother-to-mother (the correspondent and Kay), mother/daughter (the 
correspondent and her daughter) and teacher/student (the daughter and her students). 
Within this, the letter highlights some of the disadvantages of a career in teaching which 
are worth noting. Young teachers at the beginning of their career were obliged to work 
long hours, particularly, as in this case, in a residential student context. In addition, the 
flexibility of teaching could result in what might be termed ‘unsociable hours’, a 
situation in which the dance teacher was working when her family and friends were not.
Teaching had other disadvantages at a time when marriage was still the expectation for 
most young women. Ballet teachers working in their own dance school had limited 
interaction with other adults, spending the majority of their time with children and 
young people, the exception being the possible presence of a pianist (most often another 
woman) and communication with parents (usually mothers). Whilst the daughter in this 
letter taught ballroom and may have worked with adults in the evenings, social 
interaction between teacher and students was restricted by professional codes of 
conduct. Ballroom classes may have provided young women teachers with access to 
eligible young men but the teacher/student relationship limited the outcome. Interaction 
with residential students was confined by the same teacher/student context.
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The mother writing the letter recognises the need for her daughter to lead a fuller life 
but, in seeing the remedy as some kind of hobby which would fit in with teaching (and 
in which she herself might participate), underestimates the situation. Kay does her best 
to oblige with numerous suggested activities (gardening, cooking, baking, oil painting at 
home, ‘cat-naps’ in a darkened room) none of which would increase the daughter’s 
interaction with other adults or extend her social sphere. Kay also concedes the 
possibility of an underlying problem which the daughter feels unable to discuss with her 
mother, as well as the adverse effects of the mother’s own nervous disposition:
a good cry is beneficial sometimes, so if you see her shedding a few tears 
don’t fuss over her or ply her with questions; let her have her cry out. There 
is nothing so beneficial to frayed or tired nerves as this most natural outlet.
Kay 1932b, p 251
In this way, Kay provides the reassurance that the mother seems to seek, possibly 
drawing on her own experience as the mother of two dance teachers as well as years of 
dealing with similar enquiries. Whether ‘having a cry’ was of any significant help to 
either the worried mother or her daughter is impossible to determine. As with each of 
these letters, my interest is not so much in the validity of the advice given as the nature 
of the issues raised and the extent to which these illuminate the complex cultural 
construction of ballet.
Example 3
1 have been a teacher of dancing, and had a very good connection, which 1 
sold on my marriage (which was three years ago). 1 now want to go back to 
teaching, as 1 get rather lonely, my husband’s business takes him away quite 
a lot. 1 must tell you that 1 was a member of the A.O.D. before my mamage, 
but 1 have allowed my membership to lapse. Can 1 rejoin? And do you think 
1 stand a chance of getting my connection together again? 1 might mention 1 
am still living in the same neighbourhood where 1 was bom.
Anon 1930, p 413
This letter provides a further example of the complex relationship between women and 
work, set in the context of a married woman’s return to teaching. Dissatisfaction with
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domestic solitude and the desire to reclaim a former professional life are indicative of a 
continuous reassessment of the balance between dorhestic and professional spheres. Part 
of the complexity is the temporary nature of women’s work, whether dictated by a 
national crisis such as the First World War, or, as in this case, the expectations of 
marriage. As noted by Mary Turner (2006), women who had gained social mobility and 
status through paid work as part of the ‘war effort’, often felt a sense of loss on returning 
to their previous life. For the woman in this letter, marriage had interrupted a career, 
without necessarily replacing it. Filling the ‘gap’ by restarting her dance school 
provided a logical solution but one which was by no means straightforward.
Kay’s reply begins with an interesting combination of reprimand and sympathy:
personally, I can’t understand anyone being lonely, there is so much freedom 
in this world of ours these days ... but I do understand that if you have led a 
public life, if only on a small scale, you naturally miss it, and more as time 
goes on.
Kay 1930b, p 413
Kay is diplomatic in dealing with the woman’s affiliation with the Association of 
Operatic Dancing, providing her with information on lapsed membership and the 
address of the Association’s headquarters. It is possible that the inclusion of this letter, 
in the issue which marked her husband’s resignation from the AOD (and the formation 
of the BBO in direct competition), was strategic. Whilst Espinosa used his editorial 
column to launch a fierce attack on his former employer, Kay positions herself as 
unbiased.
Diplomacy aside, the crux of the matter for Kay is something which the correspondent 
fails to consider. Having sold her ‘connection’ to another teacher, opening a new school 
in the same area, in direct rivalry, would be against any accepted notion of professional 
courtesy.^ In her reply, Kay indicates that the sale of a school generally includes a 
written or verbal contract to prevent this from happening, and suggests meeting with the 
local teacher to negotiate a way forward. Kay’s business acumen is apparent in 
advising the teacher to work for someone else, if necessary, using the time to reacquaint
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herself with the profession and search for potential premises ‘an honourable distance’ 
away. She also intimates changes within the profession and in the student market:
you will want to have some lessons in technical demonstration again to 
refresh your mind before you contemplate opening a school, wherever it is. 
Would-be students are more wide awake now than they used to be and 
demand their money’s worth.
Kay 1930b, p 413
As the above indicates, Kay makes it clear that the standards in teaching, in terms of 
technical proficiency, professional conduct and student accountability had changed 
significantly in the relatively short period (1927-1930) since the teacher gave up her 
school.
The three examples cited are the result of both Kay’s and my own selectivity and cannot 
represent anything other than a glimpse of the myriad issues raised in the 
correspondence pages of The Dancer, much less the teaching profession as a whole. 
Nonetheless, collectively, they evidence the importance of Kay’s contribution in 
offering guidance to the rapidly increasing number of girls and women choosing ballet 
as a vocation. More importantly, the letters and replies reflect the convergence of 
different bodies of knowledge across domestic and professional spheres to form an 
expertise which is distinct from that of male editors such as Richardson, Beaumont and 
Espinosa. As a former theatre performer, a wife, mother and dance administrator, Kay 
provided a unique role model of a modem businesswoman in charge of a professional 
organisation.
It is important to note, however, that Kay herself sometimes devalues her role in 
comparison to that of her husband. For example, in the January 1935 issue she writes,
I suppose some of you readers must wonder why I seem always to be in the 
Editor’s Chair. I am afraid only Espinosa can answer that really 
technical articles he can write on his head — but chatty bits and pieces, he 
says, are not his line ... of course, the Editor has his finger in the pie when 
he is here.
Kay 1935, p 5
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Kay’s remarks suggest a division of labour between Espinosa’s (external, public, high 
profile) work and her own (internal, private and low profile) editorial role. And yet, any 
such simple understanding of power relations is complicated by several factors. 
Espinosa was just as capable of writing ‘chatty bits and pieces’, indeed, the job of 
identifying their separate voices is extremely difficult outside of the obvious technical 
sections.''' In addition, the editorial role, as developed by Richardson, Beaumont, 
Haskell and others, was considered a powerful public voice. From this perspective, 
Kay’s domestication of the work of writing might be seen as a prime example of the 
enactment of power and of women’s complicity in the gendering of work and 
professional roles.
7.3 The Dilettante? The British Ballet Company 1928
Whilst ‘At Your Service’ provides an insight into Kay’s role as advisor, counsellor and 
‘mother’ of the Espinosa family enterprise, the more dominant image is of a patriot. 
Kay’s vehement support of British dancers is communicated through a column headed 
with a drawing of a ‘Town Crier’ and the caption ‘Oyez! Oyez! It is through these pages 
that Kay develops the mission statement of the BBO, instigating numerous schemes and 
projects which, collectively, construct and reconstruct the organisation’s British identity. 
Ultimately, Kay’s patriotic fervour is indistinguishable from issues of professional 
rivalry and, more crucially, of ‘ownership’ of British Ballet. Such tensions become clear 
in the March 1932 issue when Kay launched a scathing attack on the aspirations of the 
newly instigated Camargo Society. However, before considering this particular conflict,
I trace the development of some of the fundamental features of Kay s patriotism as 
expressed in the rhetoric and hyperbole of Oyez, Oyez!
Kay’s campaign to bring wider recogmtion for British dancers is exemplified in the 
inauguration of the ‘British Ballet’ at the Winter Garden Theatre on November 2 1928.
The matinée, organised by Kay and directed by Espinosa, was a highly ambitious 
attempt to create a platform from which a permanent British ballet company might 
evolve. The performance involved some 70 artists in a full programme of ballet under 
the musical direction of T.E Atkinson and featuring Phyllis Bedells." The programme
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consisted of dance pieces covering a wide variety of genres, all choreographed by 
Espinosa and established teachers. Participation in the performance was open to dancers 
from any teaching society and money raised was to be donated to the Cancer Research 
Fund. The scale of the event assumed that the British dancer was ready to take centre 
stage. In this respect, Kay (and Espinosa) recognised the considerable progress that had 
been made within the teaching sector since the end of the First World War. However, 
standards of dancing were only one criterion in the inevitable comparison with Russian 
Ballet. The dancer might be ready but any enterprise calling itself ‘British Ballet’ would 
also be judged on the quality of the choreography.
Reviews of Kay’s ‘British Ballet’, reprinted in The Dancer by Kay, suggest both success 
and failure. As an evening’s entertainment, motivated by a commitment to British 
dancers and a permanent ballet company, the performance is given credit. For example. 
The Telegraph considered that
if the enthusiasm displayed yesterday, both before and behind the curtain, 
may be accepted as evidence, a considerable advance has been made in 
bringing about that very laudable ambition.
Anon cited in Kay 1928, p 728
However, such enthusiasm is mitigated by a more critical evaluation of the content of 
the programme. The same critic concludes that
if technique on this occasion proved generally more sure of itself than 
invention, that is a point which it would be unfair to stress at this stage of the 
movement.
Anon cited in Kay 1928, p 728
The Daily Express was less encouraging, referring to an experimental matinee (Kay 
1928, p 728) which was well orgamsed with noticeable individual talent but lacking in 
choreographic originality and entirely derivative of the Russian ballet legacy. The 
accusation was fiercely challenged in a response from Kay, published alongside the 
unfavourable review in The Dancer (Kay 1928a). Kay is, understandably, at a loss to
Chapter 7: Patriot Games: The British Ballet Organization 194
understand why inspiration from Greek mythology, whether in the form of a ballet based 
on ‘The Graces’ (Phanatos, Hypnus and Nky) or Ruby Ginner’s Revived Greek Dance , 
should be attributed to Russian ballet. Similarly, she argues that the theme of a puppet 
or doll, used in another programme item inspired by Coppélia (1870), predates rather 
than belongs to Diaghilev’s repertoire.'^ She corrects the critic’s mistaken view that the 
'ballet blanc' is another Russian invention, as well as arguing that the national theme of 
Espinosa’s finale, with representations of Scotland, Ireland, Wales, the ‘Colonies’ and 
‘Britain’s Rose’, had never been used by the Russians." As if to further deny any 
Russian claims on the ‘true’ French ballet tradition, Kay refuses to name Diaghilev’s 
company, avoiding any mention of the words ‘ballet’ and ‘Russian’ in the same breath.
The debate reflects the role of uninformed newspaper critics in condensing distinct 
artistic legacies into a single, monumental and ahistorical ‘Russian ballet’. As 
illustrated in Chapter 6, the myth of English ballet’s Russian parentage provided 
challenges across the field, but few other individuals or societies were so militant in 
challenging its monopoly.
In addition to false accusations of imitation by the Daily Express, the ‘British Ballet’ 
inauguration was also heavily criticised in The Dancing Times. That Richardson should 
be less than generous in his review is hardly surprising. Neither he nor Genée had 
supported the venture, denying Espinosa the backing of the Association of Operatic 
Dancing and actively distancing themselves from any personal involvement. On close 
analysis, Richardson’s (1928) review is an attempt to undermine the venture on two 
levels: as a ‘display’ of the work of teaching associations, and as a company offering 
British choreography performed by British dancers. In relation to the first, he draws on 
a familiar dichotomy:
the great fault of the British danseuse is the absence of ‘thought behind her 
technique ... if only [she] would take as much trouble to give an artistic
education to her brain as she does to her limbs ...
Richardson 1928, p 284
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Richardson’s sweeping criticism of British dancers is harsh, given the necessary 
focus on the improvement of technical standards which had been a priority since 
the beginmng of the decade. Of equal interest, later in the review he contradicts 
himself by concluding that English talent in dancing, music and painting had 
reached a level to rival the Russians but that the ‘missing link’ was a 
choreographer of the calibre of Fokine and a director with the ‘genius’ of 
Diaghilev. In this way, Richardson points his attack firmly in the direction of 
Espinosa’s choreographic abilities and Kay’s leadership skills.
As a means of supporting his own views and defending himself against any accusation 
of bias, Richardson published the views of another stakeholder in British ballet, Anton 
Dolin.^^ Dolin’s open letter, subtitled ‘A Candid Confession’ (Dolin 1928), is a scarcely 
disguised defamation of Kay and Espinosa’s project, based on much the same arguments 
used elsewhere; the distinction between a display of good dancing and the art form of 
ballet, translated as the lack of an English Nijinska, Massine or D i a g h i l e v . Like 
Richardson, Dolin had a position to protect. His recently formed Nemchinova-Dolin 
Ballet relied heavily on British dancers to swell the ranks for seasons in London and 
regional tours. Any venture employing the same dancers and looking towards a 
permanent British ballet company was an obvious threat.
Kay’s decision to reprint Dolin’s letter in her own journal, together with her detailed 
response, is indicative of her willingness to encounter professional rivalry ‘head on’. 
Both letters are represented in full in Appendix B (Dolin’s letter) and C (Kay’s 
response). As can be seen, Kay addresses Dolin’s comments directly, employing a 
combination of wit, sarcasm and reprimand as part of an extended admonition. At one 
level, the argument appears petty: Dolin’s affront at not being invited to the
performance, Kay’s sarcastic reference to Anello the shoemaker (and her less than subtle 
swipe at Dolin’s adopted name), seem little more than reciprocal fits of pique. In some 
sections (“Now, come! Come! Mr. Dolin”), Kay chastises Dolin as a mother to an erring 
son, albeit wrapped in a layer of professional courtesy.
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At the same time, the correspondence reveals some of the more fundamental tensions in 
the British ballet agenda, including a rather contentious distinction between dancing and 
choreography. For example, Kay’s unfamiliarity with the term ‘choregrapher’ and her 
request for a definition (third paragraph from the end) might appear as a surprising gap 
in her otherwise extensive knowledge of dance and the theatre. But the terms 
‘choregraphy’ and ‘choregrapher’ are, in fact, noticeably absent from the dance press of 
the period. In the making of ballets, the traditions of the Music Hall were still standard 
practice: ballets were ‘arranged’, ‘staged’ ‘devised’ or ‘produced’ rather than 
‘choreographed’. As noted by Carter in her study of the Victorian and Edwardian Music 
Hall Ballet, the terminology is significant in understanding the evolution of the 
choreographer’s role from the nineteenth to the twentieth century. As she describes.
in the music hall ballets, as in pre-twentieth century ballet generally, the 
principals and solo character dancers would frequently arrange their own 
dances. The ballet master or mistress arranged the corps and small group 
dances, coordinated the relationships between these and the ballet soloists, 
and had a variable input into the dances of the latter.
Carter 2005, p 16
Given Espinosa and Bedell’s extensive music hall background it is likely that this way 
of working formed the basis of the British Ballet venture, with Espinosa acting as artistic 
coordinator of the evening’s programme.
Kay’s unfamiliarity with the concept of choreography (as perceived by Richardson and 
Dolin) is indicative of shifts in values and practices as ballet sought to establish itself in 
the wake of the music hall. From the late 1920s, the ballet press reveals a growing 
tension between a focus on British dancers and the training profession which aimed to 
provide them, and the search for ‘home-grown’ choreographic talent. This split focus, 
and the resulting binary of performer/choreographer, presented the teaching sector, 
including Kay’s British Ballet Organization, with a quandary. How were these new 
choreographers to be trained or produced? Neither the true French danse d  école nor 
its Russian ‘usurper’ provided a formal model: Espinosa leamt dance-making via an 
apprenticeship with his father whilst Fokine, Nijinsky, Nijinska and Massine were
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discovered, not made (trained). Even Frederick Ashton’s talent for making dances, 
recently revealed in his choreographic debut, A Tragedy o f Fashion (1926), had been 
discovered by a combination of accident and perspicacity.
In addition to artistic concerns there were the usual business considerations for any 
private sector organisation. A growing emphasis on choreography and choreographers 
would inevitably affect the financial and professional status of the teaching sector. 
Behind Kay’s seemingly innocuous question “what is a choreographer?” lay recognition 
of a potential threat to her family business: an unwelcome shift towards the 
objectification of dance as an art work and the relegation of the dancer (and The Dancer) 
to a minor role. It is against this distinction between the skills of the dancer and 
choreographic worth that reviews of Bedell’s performance in Espinosa’s Pro Patria 
ballet become more meaningful. Her dancing was highly praised and, for many, 
constituted the saving feature of the evening
Even Dolin was forced to concede that Bedells’ “danced as she alone can dance” but 
continues “this, however, is not Ballet, or a single step forward in the right direction -  it 
is nothing more than a very excellent display of dancing” (Appendix D). Dolin’s 
hierarchical construction of ballet can be understood as politically and professionally 
motivated but the equally negative account by Bedells herself is a much more complex 
example of the exchange of symbolic capital. As the ‘star’ of the show and, for many 
critics its saving feature, it is difficult to imagine why she would denigrate the venture, 
nonetheless, writing some 25 years later, she concludes,
I am certain that Espinosa’s well-intentioned efforts did more harm than 
good to the interests of a national ballet company at that early stage ... The 
press were kind and the matinée audience gave us an enthusiastic reception. 
Nevertheless I felt unhappy about it. I felt that the experiment had brought 
us no nearer the desired goal.
Bedells 1954, p 149
Writing with the benefit of hindsight, it is possible that Bedell was influenced by the 
success of subsequent developments. By the 1950s, de Valois and Rambert were well
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established as the founders of British Ballet: Bedells had become a leading figure in the 
Royal Academy of Dancing, embarrassed, perhaps, by her early involvement with the 
Espinosas’ insurgence. In addition, her account bares a noticeable similarity with 
Richardson’s comments, a man she admired and worked closely with at the RAD. 
Whatever the motivation. Bedell’s reflections highlight the ‘gap’ between her own 
individual success and the failure of the wider project chosen for her ‘come back’. In 
recalling the event, she seems to acknowledge the limitations of the individual dancer in 
advancing the national ballet vision. She may have provided “Britain’s Rose’ but the 
garden was perceived as lacking.
Whether the British Ballet performance at the Winter Garden warranted such a negative 
response is impossible to determine. The evening cannot be recreated and the ballets 
have not survived. What can be concluded is that Kay and Espinosa failed to appreciate 
the processes through which ‘British Ballet’ might be legitimised. Whatever the artistic 
merits of the performance, it needed the support of those individuals, organisations and 
sectors with the power to authenticate both the venture and the ‘product’. In other 
words, British ballet could not be owned, only recognised. Had they been able to elicit 
the support of Adeline Genée, the Association of Operatic Dancing and its Patron, 
Queen Mary, the outcome might have been different: Dolin, Haskell, Richardson and 
others would have undoubtedly followed. The only other entity that could have 
legitimised Kay’s ‘British Ballet’ venture was the Russian ballet itself but the inclusion 
of Russian guest artists or Russian choreography would have undermined the meaning 
of a national ballet as Kay and Espinosa saw it: ballet which owed nothing to the model 
set by Diaghilev.
Despite the disappointment of the ‘British Ballet’ inauguration, Kay s ambitions were 
reconceived two years later in the form of the British Ballet Organization. The new 
society was prompted by Espinosa’s rift with Genée but it also provided Kay with a 
means of pursuing her ambitions to promote British dancers. The naming of the new 
organisation is significant. Just as Espinosa’s Pro Patria ballet had emphasised the 
realms of the British Isles and British Empire, the British Ballet Organization was a
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reminder that the concept of a national ballet could be extended beyond the parameters 
of England. As noted by Kay in her ‘Oyez! Oyez!’ column of March 1930, concepts of 
national identity were changing:
have you noticed how England ... is proclaiming “Britain” ... during these 
last few months? Have you also noticed that everywhere one’s eye catches 
the word “Britain” or “British”?
Kay 1930, p 169
With her characteristic arrogance, Kay goes on to claim some influence in the 
development, however, the decision to identify the Espinosa family with ‘British Ballet’ 
was astute for two reasons. Firstly, it distinguished Kay and Espinosa from the 
community of ballet enthusiasts promoting ‘English ballet’, in particular, Richardson 
and Haskell. Secondly, as Kay’s comment above illustrates, ‘British’ ballet pre-empted 
a wider shift in concepts of national identity and, in so doing, gave Kay and Espinosa 
‘the edge’ on their competitors. The omission of any reference to teaching in the title 
of the new organisation was also shrewd since it left several other potential avenues 
open (a ballet company, a theatrical agency, a ballet club, a publishing enterprise). As a 
brand name, the British Ballet Organization was unrivalled.
Within the pages of The Dancer, Kay was able to erase all distinction between the 
British Ballet Organization and ‘British Ballet’. The first may have been a legally 
owned company name but the second was treated as an unofficial trademark, which gave 
her the right to challenge its use by any other person or persons. Such an aggressive 
manoeuvre led, inevitably, to numerous counter claims, the most sigmficant of which 
was the formation of another society committed to the promotion of an indigenous ballet 
culture.
7.4 Pro Patria
The achievements of the Camargo Society have been well documented by a number of 
its instigators (Evans 1935: Haskell 1934, 1943, 1972: Haskell and Richardson 1932) 
and, more recently, in articles by John Percival (1990), Angela Kane (1993), Kane and
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Jane Pritchard (1994) and Kathrine Sorley Walker (1995). Formed in 1930, a year after 
Diaghilev’s death, the Society provides an obvious starting point for a history of English 
ballet. The timing of the Society’s operations from 1930 to 1933 lends itself to a uni­
linear ballet chronicle in which the demise of the Ballets Russes creates a space for the 
‘birth of British ballet’ (Percival 1990). Kane and Pritchard (1994) make some attempt 
to challenge this assumption by identifying a number of different fledgling companies 
which predate the Camargo Society, although Kay’s British Ballet is not amongst 
them.'^ And yet, as the final part of this chapter illustrates, Kay’s (1932a) challenge to 
the Camargo Society’s precepts and practices provides a rare example of contemporary 
criticism. More importantly, the debate reveals an emerging demarcation of boundaries 
within the ballet field through a carefully choreographed and skilfully promoted artistic 
coup.
Kay’s objection to the rival enterprise echoes the charges levelled against Dolin but 
extends the political and cultural dimensions of the debate to create a wider arena. At a 
fundamental level, her protest can be summarised as follows: the Camargo Society was a 
male instigated, ‘high brow’ project committed to the continuation of Russian Ballet in a 
British guise. Closer analysis reveals a complex system of values which shape Kay’s 
role as maternal protector of the ‘true’ British ballet and its ‘genuine’ enthusiasts.
What is clear is that the Camargo Society evolved in a very different professional and 
social milieu from the British Ballet Organization. The Society was conceived by 
Edwin Evans and instigated by Haskell and Richardson as an upwardly mobile, middle 
class venture which would attract the social elite, including leading professionals in 
dance, music and the arts. This applied to both men and women but the organisation 
was managed predominantly by men: Edwin Evans (Musical Director and Chairman), 
Arnold Haskell (Art Director), Richardson (Deputy Chairman, A.H. Tysser (Treasurer, 
1930), Maynard Keynes (Treasurer from May 1931) and M. Montagu-Nathan 
(Secretary). Men also dominated the Production Committee which was made up of 
Anton Dolin, Evans, Haskell, Lydia Lopokova and Stephen Thomas. Women were, 
however, equally represented on the Business Committee (de Valois, Lopokova,
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Richardson and Tysser), and entirely responsible for the Dancers’ Committee (Bedells, 
Grace Cone, de Valois and Penelope Spencer) (Walker 2005).
The dominance of men in the power structure of the Camargo Society distinguished it 
from the matriarchal model of Genée’s Association of Operatic Dancing, Astafieva’s 
professional studio, Rambert’s Mercury Theatre, de Valois’ Vic-Wells Ballet and Kay’s 
British Ballet Organization. Nonetheless, Kay ignores the significant contribution of 
women in the production of ballet. For example, the February 1932 performances which 
prompted Kay’s vituperation included three items choreographed by women: de Valois’ 
Fête Polonaise (1931) originally created for the Sadler’s Wells, Trudl Dubsky’s A 
Woman's Privilege (1932) and Bedell’s Chopin Ballade in A Flat (1932). Ashton’s A 
Day in a Southern Port (1932), to Constant Lambert’s musical setting of Sachaverell 
Sitwell’s poem Rio Grande, completed the bill.^ ® Despite this, Kay continued to view 
the Society as the patrician legacy of Diaghilev, without recognising the equally male- 
oriented French tradition which she and her husband promoted without question.
Evans, Richardson, Beaumont and Maynard Keynes were not just men, they were well- 
educated, middle class men endowed with a wealth of expertise and social capital. 
Issues of class distinction are both implicit and explicit in Kay’ argument that British 
ballet belonged to the ordinary man or woman on the street (i.e. the reader of The 
Dancer) rather than “a clique of dancers, with few exceptions, who are, or were, 
separately known — more or less to the British playgoer” (Kay 1932a, p 177). The 
reference to ‘playgoers’ is difficult to interpret, although it may be aimed at de Valois or 
Rambert who both had strong connections to the dramatic theatre.^ ^ Alternatively, Kay 
may have been insinuating a more general hierarchy between her own (and Espinosa’s) 
background in the commercial theatre and the repertory model favoured by the Camargo 
enterprise. Whatever her direct target, Kay’s ‘everyman’ ideology was flawed in that 
the ‘ordinary man or woman on the street’ was unlikely to have heard of British ballet, 
let alone pay to go and see it. From the outset, the Camargo Society targeted the music, 
visual arts, drama and literary intelligentsia, leaving the difficult task of popular 
audience building to its successors.
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The most astute and valid area of Kay’s argument is the recognition that a repertory 
model of ballet (without public funding) could not be financially sustainable. In the 
middle of her text, she complains,
we ... have had a hard enough fight, and are still fighting the commercial 
business men of the theatre against their ingrained idea of ballet ... that of 
the “modems”, which they have proved financially unsuccessful.
Kay 1932a, p 178
Redefining Diaghilev’s legacy as Russian ballet’s curse, Kay fails to recognise the 
inevitability of the ‘modem’ as well as the distinction between a national ballet and 
‘ballet for all’.
Kay’s self appointed role as ballet’s Britannia was ultimately undermined by an inability 
to constmct an informed, rational and persuasive counter to a range of rival enterprises. 
To some extent, this was the result of a lack of knowledge. A more thorough 
understanding of the evolution of the French danse d ’école may have provided more 
ammunition. The ability to engage in the debate of abstract concepts would also have 
balanced her focus on the personal and the specific. These and other traits are clearly 
evident in the main thrust of her tirade against the Camargo Society’s (self) promotion 
as ‘British Ballet’ which begins,
it amazes me to think that those who are at the head of this concem could 
stoop so as to gain publicity oftimes under a heading which is against their 
own conviction and ideas of ballet... to carry on the traditions of Diaghileff.
Kay 1932a, p 178
And concludes,
I would ask them to sail under their own colours. I am determined they shall
not sail under those of the British Ballet.
Kay 1932a, p 179
In her patriotic fervour, Kay fails to see an equally sigmficant act of naming in the title 
of the organisation itself. Marie-Ann de Cupis de Camargo was an eighteenth century
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French dancer of Spanish/Italian descent who joined the prestigious Paris Opéra in 1726. 
Famous as an executant of highly skilled petit batterie previously reserved for male 
dancers, Camargo rose to stardom as a ballerina and worthy rival of her contemporary, 
Marie Sallé (Migel 1972). If anything, the heritage of Camargo belonged in the training 
sector and might reasonably be claimed by the caretakers of the French school of 
‘operatic dancing’, including Kay’s own family.
What Kay does achieve, in a clever and well disguised sleight of hand, is a challenge to 
the accepted chronology of western theatre dance history. In constructing a dichotomy 
between British Ballet (meaning traditional and ‘old’ based on the French school) and 
Russian Ballet (meaning modem and ‘new’), she reverses the cycle of power. British 
ballet did not follow Diaghilev’s Ballets Russes, it predated it. Moreover, a British 
Ballet derived from the seventeenth-century French danse d ’école need not be unduly 
influenced by a modem Russian trend. This radical re-ordering of historical 
consciousness unites both the inauguration of Kay’s doomed ‘British Ballet’ and its 
subsequent reincamation as the British Ballet Organization. Both ventures dared to 
question the assumption that British ballet had only one option -  to follow the Ballets 
Russes. Behind the artistic mediocrity of the Winter Garden programme, the ballet of 
‘The Graces’, the ‘Ginner Greek Dances’, the ‘Selfridge Ballet Comique’ and the ‘Pro 
Patria’ finale, was a radical political agenda of much more significance. British ballet 
could be ‘old fashioned’ and reclaim its own European, classical and imperial history — 
even whilst all three heritages were, or would soon be, under threat.
It is perhaps ironic that ultimately, the direct successors of the Camargo Society, Ballet 
Rambert and the Sadler’s Wells Ballet, would both reconsider the allegiance to the 
Diaghilev model and revive the nineteenth century classical legacy of Petipa. However, 
Kay’s patriotism reveals a much more fundamental issue than ballet s relationship with 
the past, namely, a widespread dilemma of national identity which marks the interwar 
decades. As argued in a number of social histories of the period (Black 2000, Daunton 
& Rieger (eds) 2001; Lee 1999; McKibbon 1998; Pugh 2008; Wilson 2006), the 
England/Great Britain/British Empire triangulation did not necessarily accommodate a
Chapter 7: Patriot Games: The British Ballet Organization 204
direct equivalent to the European idea of nation. Some historians have rejected the 
notion of a British national identity and sought to reconstruct England and the English.^^ 
For example, in his study, The Making o f English National Identity, Krishan Kumar 
suggests that.
the elision of English into British is especially problematic for the English, 
especially when it comes to conceiving of their national identity. It tells of 
the difficulty that most English people have of distinguishing themselves, in 
a collective way, from the other inhabitants of the British Isles
Kumar 203, p 2
Elsewhere, Roger Scruton denies the existence of a British national identity, claiming.
there was no process of ‘nation-building’ in the United Kingdom, which was 
founded on a loyalty that preceded and transcended the modem state. This 
was the loyalty to England: not a nation or a doctrine or a state, but a 
country.
Scmton 2006, p 5
The comments highlight the complexity of a national ballet agenda unable to define 
itself with any confidence in terms of either English or British identity. That an 
Irishwoman, Ninette de Valois, should prefer the term English ballet whilst an 
Englishwoman, Louise Kay, should insist on its British context is indicative of an 
inherent instability. From this perspective, the developments traced in this and previous 
chapters emerge less as British ballet nationalism than as a complex topography of 
belonging. From the dance studio to the committee room and the stage, the field of 
English ballet sought to reproduce Englishness in terms of loyalty to a country, even if it 
was adopted. In contrast to a nationalist ideology of state, this understanding of 
belonging did not preclude the non-English. As I have shown throughout this thesis, 
mothers of English ballet could be Damsh, Irish, Polish, Russian, Spanish, English or, 
theoretically at least, any other nationality.
In conclusion, Kay’s insistence that British ballet was exclusive to the British was a 
misguided loyalty to a concept of nation which was insufficiently established. Whilst
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she and Espinosa were able to offer ballet a home, it was always ‘theirs’ and never 
‘ours’. As a consequence, national recognition, the ultimate prize, remained out of 
reach.
7.5 Notes
The choice of Rachel Ferguson as editor is significant. As Rachel Vemey, she 
was one of many who championed the idea of forming a Ballet Society through 
the pages of The Dancing Times (Vemey 1917) and was, like the Espinosas, 
worried by the dominance of Russian ballet.
See Chapter 5 pp 125-133.
For example, in one issue Kay (1934) provides a detailed technical description 
and history of the tap step known as ‘winging’ or ‘high cutting’ as well as an 
explanation of the rationale behind the structure of the traditional hompipe.
Richardson and Beaumont published the odd strategically selected letter from a 
reader but did not give space to reader’s views as a regular feature. The RAD 
Dance Gazette was even less open to any kind of discussion forum or 
correspondence column.
In all instances, the name of the correspondent is not published. In-text 
references for readers’ letters are therefore headed ‘Anon’ but the bibliographic 
reference at the end of the thesis is under Kay.
There is an obvious parallel between these professional concems and their 
representation by Streatfeild in Ballet Shoes discussed in the next chapter. It is 
possible that The Dancer was included in Streatfeild’s wider research for the 
book, although there is no firm evidence of this.
The school leaving age was raised to fourteen in 1918 and to fifteen in 1947 — 
although secondary education was not free until the Education Act of 1944 ( 
Todd 2005).
The BBO regional network at this time was less extensive than either of its main 
competitors (ADD and ISTD) but a ‘Where to Team’ directory from the January 
1935 issue of The Dancer shows a significant presence in Brighton, Liverpool, 
Manchester, Sheffield and Nottingham.
The term ‘connection’ is unusual but I take it to mean a school/business, 
including fee income, professional standing (good name) and potential for 
expansion.
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For example the regular feature, ‘Teachers Vade-Mecum’, is very obviously a 
space for Espinosa’s pedagogy. These articles were later collated and published 
in book form (Espinosa 1948)
Bedells had recently recovered from a serious leg injury.
The ballet Coppélia, choreographed by Arthur Saint-Léon to music by Delibes, 
was first performed at the Paris Opera in May 1870 and is synonymous with late 
French Romantic ballet (see Guest 1970 and 1980). The ballet was revived by 
Marius Petipa in St. Petersburg in 1884 but the first London production was in a 
one-act version at the Empire Theatre in 1906, with Adeline Genée as Swanhilda 
in one of her most famous roles. The ballet was never performed by Diaghilev’s 
Ballets Russes. For these reasons, Kay is able to challenge the critic’s 
assumption that the ballet was Russian.
In the programme notes. Bedells’ solo is titled ‘Britain’s Rose’, however, in 
some of the reviews this was changed to ‘England’s Rose’ or ‘English Rose’.
According to Espinosa, The Dancing Times had accepted an advertisement for 
the British Ballet performance but had failed to publish it. Espinosa accuses the 
journal of being ‘unpatriotic’ and infers that Richardson had over-ridden his 
agreement with the advertising manager, T.M. Middleton. (Espinosa 1928, p 
651). In relation to Genée, Espinosa saved his criticism until 1948 when he 
recalled “it was a marvellous occasion, particularly so considering that the 
President of the Operatic Association DECLINED TO GIVE IT ANY 
SUPPORT IN ANY WAY, although ... that support had not been asked 
(Espinosa 1948, p 36).
Richardson had championed Dolin as British Ballet’s brightest hope since 1925 
when the Dolin-Bruce School of Dancing was singled out for a feature article. 
(Richardson 1925).
Dolin, whilst on tour in Berlin, is even more vitriolic on German modem dance, 
stating “I pray to heaven that England will not follow in their footsteps, or even 
walk side by side with them, at least not from what I have seen so far” (Dolin 
1928, p 856).
The Nemchinova-Dolin Ballet was one of the many ad hoc companies in which 
Dolin appeared between seasons with the Ballets Russes (1925-1928). Vera 
Nemchinova had worked with Dolin in Diaghilev’s company where she created 
roles in ballets such as Massine’s La Boutique Fantasque (1919) and Les 
Matelots (1925), and Nijinska’s Les Biches (1924). In 1928, Dolin created two 
new works. Rhapsody in Blue (to the Gershwin score) and Revolution (music by 
Chopin), which provided much needed work for British dancers and a chance to 
perform in some of the largest London and regional theatres (Pritchard 1996, p
C hapter 7: Patriot Games: The British Bailet Organization 207
18
19
20
21
22
1034). See also Dolin’s various autobiographical accounts (Dolin 1938, 1960 
and 1985).
The French form ‘chorégraphié’ was commonly used during the 1920s. From 
the 1930s the Greek version ‘choreography’ became more dominant.
Walker (1995) also ignores Kay’s British Ballet project although, like Kane and 
Pritchard (1995), she includes Beaumont’s Cremome Company and Anton 
Dolin’s various ad hoc companies. Kay and Espinosa are notably absent in 
general histories of the period which, if they mention the training sector at all, 
tend to focus on Russian teachers, the RAD, the Cecchetti Society and de Valois’ 
school at Sadler’s Wells.
The February 1932 performances were not particularly well received. For 
example, Beaumont found Bedell’s dancing lacking and was scathing of 
Ashton’s depiction of sailors and their ‘doxies’ in A Day in a Southern Port 
(Beaumont’s 1932 review is republished in Beaumont 1949, pp 34-35). In 
defence, Richardson and Evans pointed to the competing demands of preparing 
for the much more prestigious summer season at the Savoy Theatre, their most 
ambitious and ultimately most successful venture (see Evans 1935).
De Valois developed close connections with the Abbey Theatre in Dublin and 
the Cambridge Arts Theatre, amongst others, whilst Rambert choreographed 
dances for plays written and produced by her husband, Ashley Dukes, (see also 
Chapter 6).
The recent interest in English culture and identity (as opposed to British) 
includes a re-examination of well known writings from the first half of the 
twentieth century including Baldwin’s (1926) On England, T.S. Eliot’s (1948) 
Notes Towards the Definition o f Culture, Orwell’s (1941) The Lion and the 
Unicorn, Priestley’s (1934) English Journey and Frances Brett Young’s (1937) 
Portrait o f a Village. The revival of English history includes both the academic 
community and an increasing number of popular histories such as Clive Aslett’s 
(1997) Anyone for England?: a search for British Identity, Julian Barnes’ (1998) 
England, England m à  Jeremy Paxman’s (1998) The English. In terms of 
scholarship, the work of Benedict Anderson, David Cannadine and Samuel 
Raphael has been particularly influential.
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Chapter 8: Fairies and Fossils: Noel Streatfeild s Ballet Shoes
8.1 Introduction
Noel Streatfeild’s children’s story Ballet Shoes (1936) is, arguably, one of the most 
influential ballet-related cultural products of the interwar period. The novel which 
pioneered the ballet school genre still features regularly in lists of UK top ten favourite 
childhood books. ^  Its continued popularity was exemplified in the recent BBC 
television adaptation, broadcast on Boxing Day 2007 at prime viewing time.^ In 
relation to my own research, Ballet Shoes provides a rich textual trace of multi-layered 
cultural and historical resonance, as well as a complex narrative of ballet matriarchy. 
As I show in this chapter, Streatfeild’s story of three young girls, raised, educated and 
trained by women, offers a further opportunity to engage in a discursive analysis of 
ballet, gender and nation through the metaphoric lens of ‘mothering’. As a story of 
ballet and theatre training written during the interwar period, the book has a direct 
relevance to my historical focus as well as highlighting the newly emerging relationship 
between ballet and children’s fiction. The inclusion of a work of fiction as a legitimate 
source prompts further consideration of the historiographic issues raised in Chapter 3 on 
the relationship between fact and fiction, research and imagination, evidence and 
fabrication, history and literature.
There are, in addition, more fundamental reasons for choosing a story about children and 
ballet training. Ballet historians have rarely acknowledged the significance of the child 
in ballet production. As noted by Colin Heywood (2001), the historical study of 
children and childhood is inherently problematic. The locating of source materials 
remains a challenge, despite the ingenuity of some recent historians. No doubt, there is 
a potential for an ethnographic study of the social impact of dance training on children s
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lives and experience, however, my interest lies in the representation of childhood at the 
interface of the ballet and literary fields. In other words, my concem is not with 
children’s ballet practices per se but in their representation in a work of literary fiction. 
In terms of narrative, I seek to give some visibility to the ballet ‘child’ without which 
there can be no ‘mother’.
Working at the borders of the ballet and literary fields involves recognition of the 
problems inherent in each. As a relatively new (sub) discipline, children’s literature is a 
burgeoning area of academic study with the sort of permeable boundaries which 
Bourdieu (1993) identifies as characteristic of cultural fields. In the last decade, added 
impetus has been provided by fundamental changes in the sociology of childhood, in 
particular, the ‘new paradigm’ set out by Allison James and Alan Prout (in their seminal 
text Constructing and Reconstructing Childhood: Contemporary Issues in the 
Sociological Study o f Childhood) and developed in a number of more recent publications 
(Jenks 2005; Kehily 2004; Mayall 2002; Qvortrop (ed) 2005). In summary, James and 
Front’s call for the recognition of childhood as a variable social construct, involving the 
active participation of children themselves, has opened up critical dialogues across 
disciplines and professional practices."  ^ This involves a Foucaultian reconsideration of 
power relations whereby children are no longer seen as passive absorbers of adult 
teaching (potential grown ups) but
as active in the construction and determination of their own social lives, the
lives of those around them and of the societies in which they live.
James and Prout 1997, p 8
It is not hard to see that from this perspective, children s experiences, social 
relationships and cultures merit study in their own right. At the same time, the 
positioning of children (by adults) within a series of developmental theories (physical, 
psychological, cognitive) warrants deconstruction as essentialist and evolutionary, 
underpinned as it is by concepts of assumed naturalness, umversality and rationality 
(James and Prout (eds) 1997, p 10). Needless to say, social and political practices
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informed by such theories (child rearing, education, legislation, etc.) are open to the 
same critical challenges.
For those studying children’s literature, the newly exposed problematics of ‘children’ 
and ‘childhood’ are further complicated by debates on the nature of literature. As noted 
by Peter Hunt (2005, p 4), a social constructionist understanding of ‘children’ as 
geographically, historically and culturally specific, together with the instability of 
‘literature’ as a given, make this a challenging new sub field. It is also one which is 
dominated by women at the level of practice (writers of children’s fiction) but by men at 
the level of authorisation and legitimisation (scholars).^ Indeed, in an earlier text. Hunt 
draws a useful parallel between social and academic hierarchies, noting that
the conventional literary system is, after all, very like the traditional family: 
adult male literature dominates. Women’s literature is secondary (and 
grudgingly recognised) (Spender 1989), while children’s literature is not 
only at the bottom of the heap, but (worse) it is very much the province of 
women.
Hunt 1992, p 3
Within this hierarchical order. Ballet Shoes occupies an ambiguous space between 
women’s literature (written by a woman and much loved by adult women) and 
children’s literature (intended for and enjoyed by children).
As an author, Streatfeild provides an interesting example of the rise of women as 
professional writers, encouraged by developments in printing technology, the growth of 
the publications industry and the increasing affordability of books. At the same time, 
increased recognition of children (not least as consumers) created an acceptable niche 
for women writers. Inevitably, emerging literary recognition of the child meant the 
sons and daughters of professional, educated, middle class parents and not the 
unfortunate (and unmarketable) plight of working class children. Children s fiction of 
the 1920s and 1930s is characterised by themes of leisure, family stability, domestic 
comfort and idyllic surroundings, in which (privileged) children find both space and 
time for adventure (Auchmuty 1992). Arthur Ransome s Swallows and Amazons
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(1930), Enid Blyton’s Adventures o f the Wishing Chair (1937) and The Enchanted Wood 
(1939) all emerged during the interwar period. By the 1940s, Blyton was to personify 
the oeuvre in the adventures of the ‘the Famous Five’.^
Whilst Blyton and Ransome wrote for both boys and girls, writing for children was 
increasingly seen as gender specific. The success of the Victorian magazine the Girls 
Own Paper, which ran from 1880 to the mid 1950s, was evidence of the market for 
reading in middle class girls who not only had time to read but, unlike boys, were 
encouraged to do so. As noted by Sheena Wilkinson (2007), the rapidly expanding 
provision of secondary education for girls and the academic and social opportunities it 
provided were influential factors in the emergence of girl’s fiction and, in particular, the 
girls’ school story.^ By the 1930s, sufficient numbers of middle class daughters shared 
the experience of schooling outside the home and were able to redefine their identities 
using a newly developed vocabulary which reflected their school experience. This 
emerging feminine school culture is most clearly reflected in the work of leading 
exponents of the geme: Angela Brazil, Elsie J. Oxenham, Dorita Fairlie Bruce, Elinor 
Brent Dyer and Enid Blyton.^
The girls’ school story is an important precursor to Streatfeild’s work and career 
choices. The revival of interest in children’s literature meant that not only was writing a 
suitable occupation for women but it was also potentially lucrative. A successful 
children’s book could lead to a series of eight or nine, each eagerly anticipated by a 
captive audience. Using knowledge and experience gained from her training and career 
in the theatre, Streatfeild was able to remodel the girls’ school story and embark in a 
new direction: preparation for work through a professional training at a dance and stage 
academy. The transfer of contexts was made easier by the fact that both environments 
were predominantly, if  not exclusively, female communities. Like Oxenham s Abbey 
Girls’ series and Brent Dyer’s ‘Chalet Girls’ books. Ballet Shoes is largely devoid of 
male characters. Fathers, uncles, brothers and male cousins/fiiends/teachers are either 
absent or rendered insignificantly ‘other’.
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The emergence of the ballet school story parallels the rising profile of ballet between the 
wars and reflects Streatfeild’s own enthusiasm for the art form. As her biographer 
Angela Bull reveals,
no theatre experience of the mid-1930s excited Noel more than the ballet. It 
had come to her almost as a new discovery. She had never forgotten Ninette 
de Valois dancing the Dying Swan on Eastbourne pier, or the postcards of 
Pavlova which had filled her mind with images of beautiful movement
Bull 1984, p 132
However, as Bull notes, inspiration from de Valois, Markova and the rapidly rising Vic- 
Wells Ballet was countered by the glamour of the Ballets Russes de Monte Carlo, in 
particular, the three child prodigies known as the ‘baby ballerinas’: Irina Baronova, 
Tamara Toumanova and Tatiana Riabouchinska.'® The impact of seeing very young 
dancers was significant, “Two children, Ninette de Valois and Baranova first showed me 
what classical dancing could mean, and so it was they who influenced my future life.” 
(Streatfeild cited in Bull 1984, p 133).
For Streatfeild at least, the rivalry between English and Russian ballet does not appear to 
have been an issue for concem. In Ballet Shoes she models her fictional ballet school on 
the Russian tradition with virtually no reference to the burgeoning national teaching 
infrastructure. For this reason, potential parallels between my historical reconstruction 
of the period and Streatfeild’s narrative are problematic. To some extent, the book 
seems to do a great disservice to the work of Adeline Genée, Phyllis Bedells, Edouard 
Espinosa, Ninette de Valois, Marie Rambert, Louise Kay and numerous others seeking 
to challenge the Russian hegemony. On the other hand, the story of training at Madam 
Fidolia’s school exemplifies the Russian ballet hegemony explored in Chapter 6.
Streatfeild’s own experience of ballet is worth considering since it places her within the 
field of ballet as student, performer and audience member. Childhood encounters with 
‘Lila Field’s Little Wonders’, training with the renowned dancing master Louis 
d’Egville, admiration for the Ballets Russes de Monte Carlo and a lifelong devotion to
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de Valois company, mean that Streatfeild took part in developments which are central 
to this thesis: expansion across the commercial theatre, opera house and repertory stage; 
a transfer of power from the male dancing master to the woman ballet teacher and the 
naturalisation of Russian ballet as part of an English national ballet agenda.
Bom in 1895, the second child of William Champion Streatfeild and his wife, Janet 
Venn, Streatfeild’s childhood was dominated by her father’s work as an Anglican 
clergyman and the traditions of vicarage life (Bull 1984). Freedom came via a career in 
the theatre, an experience which, according to Bull, prompted both the cynical reflection 
evident in her debut novel. The Whicharts, and the more inspirational impetus for Ballet 
S h o e s The first of a series of books with which Streatfeild’s name is most closely 
associated. Ballet Shoes sold a phenomenal number of copies within weeks and 
dominated London bookshop windows.*^ As Streatfeild later recalled,
a sight met my eyes which astounded me. One entire window was given up 
to piles of my books and around the window like a frieze hung pink ballet 
shoes, with a pair of Karsavina’s shoes as the centre-piece.
Streatfeild cited in Bull 1984, p 137
In the current climate of cultural and gender studies. Ballet Shoes, and Streatfeild’s 
oeuvre more broadly, seem ripe for critical deconstmction as essentially middle class, 
colonialist and stereotypical in their construction of ‘girls’. However, as I argue in the 
following pages, the narrative offers some radical reconfigurations of ‘childhood’ and 
‘womanhood’ which defy any simplistic reading or outright dismissal.
8.2 Sisters and Fairy Godmothers: The House in Cromwell Road
A narrative summary of Ballet Shoes is presented as Appendix D. The first two 
columns show the main plot as it unfolds across the nineteen chapters, with a third 
column dedicated to my interpretation of themes and meamngs. As can be seen, the 
book tells the story of three adopted girls, Pauline, Petrova and Posy Fossil who 
undertake a dance and stage training at a prestigious London school run by Madame
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Fidolia. The narrative begins and ends with the girls’ legal guardian, Great Uncle 
Matthew (Gum), although most of the action takes place during his extended absence. 
Using Pauline’s age, the death of King George V (mentioned in Chapter 17) and the date 
of publication (September 1936), it is possible to deduce that the narrative covers the 
period 1922-1936, a close parallel to the inter-war development of an English ballet 
teaching infrastructure.
The fundamental linear structure and narrative closure are provided by Gum’s departure 
at the beginning of the story (on extended travels abroad) and his return at the end. The 
chapter headings indicate other structural features which are characteristic of 
Streatfeild’s ‘shoes stories’. Each of the three child protagonists is the focus of a 
specific chapter or chapters, beginning with Petrova (Chapter 6), then Pauline (Chapters 
9 and 11), then Posy (Chapter 18). More implicit is the identification of three clear 
realms: the home, the stage school and the professional world of work (the theatre). The 
integration of these three contexts distinguishes Ballet Shoes from the standard girls’ 
school story in which ‘home’ and ‘work’ are defined as adult realms and in which 
education, as a facilitator for a ‘good’ marriage, bore no direct link to career or 
profession (Foster 1995). For Pauline, Petrova and Posy Fossil, the traditional aim of an 
advantageous marriage is displaced by the desire for professional recognition and 
independence:
we three Fossils vow to try and put our names in the history books because 
it’s our very own and nobody can say it’s because of our grandfather.
Streatfeild 1949 p 37
Streatfeild’s construction of ‘home’ provides a useful entry into a critical engagement 
with the text. At one level, the house in Cromwell Road, Madam Fidolia s school and 
the professional theatre are all homes for the Fossil sisters. Unlike the boarding school 
scenario (the ‘Children’s Academy of Dancing and Stage Training is non-residential), 
the domestic home remains central, serving as an environment for general education, 
additional dancing lessons and drama coaching. The house is also a business.
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generating income from boarders and providing an informal office where the girls’ 
careers are discussed, employment decisions made and contracts signed. The 
convergence of domestic and professional realms is significant as is the fact that 
Cromwell Road is an adopted home for all but its owner. Gum’s niece, Sylvia (guardian 
of the girls in his absence), has no parents or home of her own; Nana and Clara (the 
maid) are live-in domestic servants; the three girls are brought to the house as wards; the 
boarders are a group of peripatetic professionals looking for short term accommodation.
Home is also expanded to include national and imperial identity. In a provocative paper, 
Peter Stoneley (2002) interprets Streatfeild’s novel (and the emerging English ballet 
profession) in terms of a feminised imperialist nostalgia.’^  The girls’ origins are cited as 
one of many references to the declining powers of empire; Pauline is rescued from a ship 
which hits an iceberg (the ‘grand folly of the Titanic’); Petrova is the child of Russian 
émigré parents whose lives have been destroyed by the Revolution (the demise of the 
Tsarist regime). Gum gives the girls the name Fossil in recognition of his own interests 
in fossil collecting and leaves them to the care of his great-niece. In this way, the Fossil 
family provides a nostalgic reformation of Victorian England, whose very name 
suggests a “sense of belatedness” or
a protected secondary life that rehearses the struggles of empire but in a 
scaled down, dolls’ house manner. Great Uncle Matthew [Gum] confirms 
this in the pun of his nickname: the English male still wanders the world 
looking for plunder of various kinds, but in a gently toothless way.
Stoneley 2002, p 147
Whilst Stoneley’s interpretation is persuasive, some of Streatfeild’s characters suggest a 
more optimistic embrace of social and cultural change. The renaming of the girls and 
their entry to new worlds of knowledge epitomises a forward thinking generation, 
restrained by economic hardship but not yet darkened by the threat of another war. Posy 
Fossil, the (illegitimate) daughter of a working class chorus dancer and Madam Fidolia s 
long-awaited protégé, provides a sense of expectation. Theo Dane, the young English 
ballet teacher employed by Madam Fidolia, re-embodies a Russian Imperial Ballet 
legacy but within the context of the ‘new woman’. Her unmamed status, financial
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independence and professionalism provide an important benchmark for the Fossil 
children. It is Theo Dane who nurtures the girls’ interest in dancing and sets them on the 
road to the Academy, a profession and financial security. The route is then plotted by a 
sisterhood with the unstinting resourcefulness which the presence of men would deny 
them.
The domestic home is inextricably linked with money, or the lack of it. Unlike the child 
characters of Ransome and Blyton, the Fossil sisters learn very quickly that money 
makes the world go around. Their childhood is, on one level, a series of financial 
sacrifices; making do with second hand or home made costumes; selling their most 
precious belongings; saving for what they desire most. The theme is apparent in 
Streatfeild’s very first paragraph in which she sets the scene for an urban, middle class, 
Victorian childhood:
the Fossil sisters lived in the Cromwell Road. At that end of it which is 
farthest away from the Brompton Road, and yet sufficiently near it to be 
taken to look at the dolls’ houses in the Victoria and Albert every wet day, 
and if not too wet, expected to ‘save the penny and walk’. Saving the penny 
and walking was a great feature of their lives.
Streatfeild 1949, p 7
It is the threat of economic hardship (without the ‘reality’ of poverty) that makes 
possible the collective parenting at Cromwell House. As the money left by Gum starts 
to run out, each boarder makes a contribution to the cause, not in the form of charity, but 
as an invaluable gift. As noted by Angela Bull,
beyond the Academy and the theatre, the fantasy stretches outwards, to 
include the house in the Cromwell Road, where lodgers, like fairy 
godparents, give each Fossil sister the thing she most needs and wants — to 
Pauline an education in Shakespeare, to Petrova an introduction to 
machinery, to Posy a ballet training.
Bull 1984, pp 135-136
In this way. Gum’s house becomes the stage for a modem version of the most famous 
prologue in the ballet repertoire. Just as the christening of Princess Aurora is 
accompanied by the bestowing of gifts, the Cromwell Road faiiy collective ensure that
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Pauline, Petrova and Posy are equipped with the means to survive and succeed in a 
world dominated by men. Invoking the quintessential Imperial Russian ballet 
masterpiece. The Sleeping Beauty (Petipa 1890), and the Perrault fairytale on which it is 
based, Streatfeild recalls the mythic and maternal feminine and transports us (and the 
children) into the world of Madam Fidolia.
8.3 Training and Transition: The Children’s Academy
It would be misguided and unproductive to approach Streatfeild’s ‘Children’s Academy 
of Stage Training and Dancing’ as an accurate reflection of the sector in the mid 1930s. 
The title alone arouses suspicion, in fact, everything about it seems ‘wrong’ for the time. 
The term Academy was reserved for loftier organisations and schools were generally 
named after their owner (see Appendix A).^  ^ Similarly, the combination of stage 
training and dance might reflect the diversity of the 1920s but by the time the book was 
written, the sector was becoming much more divided. It is likely that Streatfeild was 
drawing on her fond memories of the child performers trained by Lila Field, including 
the very young Ninette de Valois. Field’s school, like that of Italia Conti, was highly 
successful in providing rounded performers for the commercial stage. However, 
additional reference to the Russian Imperial tradition, embodied by the school owner. 
Madam Fidolia, makes for an awkward combination.
An even more significant feature is that Streatfeild’s fictional school provides little or no 
trace of the developments in the English dance teaching infrastructure which are central 
to this thesis. The ‘Children’s Academy’ is not connected to any dance teaching 
association, the Fossil sisters do not study any syllabus or take any examinations, and 
there is no mention of teaching qualifications. As if to deny English ballet altogether. 
Posy aspires to complete her training under the legendary ballet master. Monsieur 
Manoff, and (presumably) join his illustrious company (the Marmaro Ballet) based in 
Poland. Posy may be English but ballet clearly is not.
It is difficult to undeistand why Streatfeild chose to ignore developments in the ‘home­
grown’ training sector. The creation of the Royal Academy of Daneing, the codifieation
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of Cecchetti s method, and the growing number of London-based ballet companies 
might all have had potential in a story of girls’ training for the stage. An ‘authentic’ 
Posy Fossil might have passed her Advanced Examination by the age of ten and been 
sent to Rambert or de Valois to be groomed as England’s first ballerina. Failing that, 
she could have joined one of Cochrane’s prestigious revues, or become an Examiner 
with a leading teaching association, touring the regions, and enjoying the adventure of 
an occasional visit to the ‘Dominions’.
One possible explanation is that Streatfeild wished to avoid any allegiance to one 
particular dance teaching society, examination board, teacher, school or company. 
Given the highly competitive nature of the dance sector, this would seem a logical 
conclusion. The needs of the narrative are also a significant factor. The ‘Children’s 
Academy’ curriculum provides for the different interests of Pauline (the actress). Posy 
(the dancer) and Petrova (the tomboy) Fossil. Auditions, rather than ballet 
examinations, are the ultimate measure of achievement and, more importantly, a direct 
route to the theatre profession.
On closer examination, what appears as a rather inauthentic representation of an interwar 
dance school offers more potential for a broader cultural analysis. Madame Fidolia’s 
Academy may fall uncomfortably between the diversity of stage preparation and the 
focus of ballet training but it was conceived as a business. Teaching dance is, like 
writing books, presented as a means of earning a living and a commercial enterprise 
requiring business acumen and knowledge of the market. This is most clearly reflected 
in the introduction to Madame Fidolia and her school:
Madame Fidolia had thought, when she opened [the school], that she would 
run it as the Old Imperial Ballet School had been run. She soon found that 
was impossible, as it would cost far more money than pupils would pay. She 
found, too, that there were very few children who came to her who had real 
talent ... So she gave up trying to do the impossible, and ran an ordinary 
stage school where children leamt all kinds of dancing, and actors came to 
teach them the art of acting.
Streatfeild 1949, p 47
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In this way, Streatfeild negotiates a position between the elitism of the imported model 
and the diversity of the indigenous training sector, acknowledging the economics of 
Russian ballet’s naturalisation.
On an autobiographical level. Madam Fidolia’s school mirrors Streatfeild’s own 
experience and desires; the drama training she was given and the dance training she was 
denied. As recorded by Bull (1984), Streatfeild was a latecomer to dancing lessons who 
never experienced the sort of childhood training which had produced de Valois, 
Markova and Baronova. Part of the problem was the boundaries of social class which 
stigmatised professional child dancers as ‘vulgar’ and unsuitable role models for well 
brought up children, particularly the offspring of clergymen. In January 1919, at the age 
of twenty three, Streatfeild enrolled at the Academy of Dramatic Art where she took 
ballet classes for the first time.'* According to Bull, she gained the interest of the 
teacher, Louis d’Egville:
he told her that if she had come to him ten years earlier, he would have made 
her into a dancer; and although she knew that, with her height, this would 
hardly have been possible, she was gratified. She worked hard, until she 
could move with something like a ballerina’s grace.
Bull 1984, p 69
In Posy Fossil, the most talented dance student ever to enter Madam Fidolia’s Academy, 
Streatfeild invokes both the child stars that she had watched from the audience and the 
dancer that she herself might have been.
Not surprisingly, the book provides a much more detailed insight into the demands of 
training as an actress and the diverse opportunities in the theatre and film. Through 
Pauline Fossil, Streatfeild is able to cite a canon of works ranging from pantomime to 
Shakespeare, modem classics, and the newly emerging Hollywood film industry. This 
progression is the basis of Pauline’s development as a child and as an actress. Moving 
from child roles to adolescent leads, Pauline eventually reaches adulthood with the 
securing of a lucrative Hollywood contract. Her coming of age is also the end of the
Chapter 8: Fairies and Fossils: Noel Streatfeild's (1936) 220
Fossil family s financial straits: by the time Gum returns, neither his house nor his 
money are needed.
One of the significant features of Ballet Shoes is that it reverses the standard narrative 
strategy of the girls’ ballet story. The Fossil children do not attend Madam Fidolia’s 
school because they have been inspired by their first trip to the theatre. There is no 
‘epiphany’ which prompts the professional training in the first place; no replication of 
Streatfeild’s own childhood awe at seeing de Valois and Baronova. On the contrary, 
stage training is presented as a ‘common sense’ response to financial necessity, a career 
decision made for the children by a collection of surrogate mothers.
This all pervading common sense and practicality distinguishes Ballet Shoes from the 
plethora of ballet school stories which followed it. For example, in Arnold Haskell’s 
Felicity Dances, published a year later in 1937, ballet training is re-invented as a 
childhood dream inspired by professional performance and initiated by children 
themselves. Moreover, this process of initiation is given historical accuracy in reference 
to actual ballet repertoire. Haskell, unlike Streatfeild, is able to draw on his considerable 
knowledge of the canon, giving a detailed account of the ballets which inspire the young 
Felicity Ann and her sister Ruth Ellen. The intoxicating lure of Les Sylphides (Fokine 
1907), The Firebird (Fokine 1910) and La Boutique Fantasque (Massine 1919) leads to 
‘The Great Resolve’, whereby the sisters vow to become dancers. Decades later, in 
stories such as Pamela Brown’s To Be a Ballerina & Other Stories (1950), Jean Estoril’s 
‘Drina’ series and Loma Hill’s ‘Wells’ series, introductions to the world of ballet came 
in other forms; the irresistible lure of music, an adult relative who was a dancer, a cousin 
who goes to ballet, fiat feet, ‘pigeon toes’ and other postural problems which ballet 
could miraculously cure.
Comparisons with Haskell’s later novel also highlight Streatfeild s limited 
understanding of ballet vocabulary and the technical progression in ballet training. 
Haskell is able to construct a much more informative account, dominated by a 
reincarnation of his own teacher, Serafina Astafieva, in the form of Madame
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Sergeeva’.^’ The depth of Haskell’s characterisation of ‘Madam’ allows for a more 
engaging teacher/student relationship in which detailed knowledge is handed down from 
‘mother’ to child. It is Haskell’s novel, rather than Streatfeild’s, that illustrates the 
influence of women teachers which has been a focus of my own research. Madame 
Sergeeva is the quintessential mentor and mother of ballet whose teaching extends 
beyond the acquisition of skills to an understanding of historical contexts, legacies and 
traditions. The Short sisters, unlike the Fossils, are clearly initiated into a ballet culture 
which has a distinct identity from the dramatic 5tage and, therefore, its own training 
regime.
In terms of the description of technical training, neither Streatfeild nor Haskell can 
match the detail found in autobiographical accounts by dancers. The point is 
demonstrated in the memoirs of a little known Canadian dance teacher. Verity Sweeny 
Purdy, who is able to communicate what only an accomplished ballet practitioner could:
it was during the next long adage exercise, beginning with the unfolding and 
high extension of my left leg to the side développé à la seconde écarté arms 
opening wide, that I felt the sweet thrill of being perfectly secure. I then 
executed another extension développé devant à quatrième, arms in attitude 
devant. Next, while my supporting leg pivoted — little rises inching the heel 
forward, I carried my working leg beside me for half a turn. Carefully 
tracing in slow motion the shape of what would ultimately become a 
whipped turn with two high springs, I took four slow counts to move my left 
arm to high fifth position, then opened both arms as I continued to turn my 
body away from my high working leg, noting with pleasure the easy rotation 
in my hip socket. On completion of the full turn I gently placed my arms 
into arabesque. My eyes in line with my front arm, I held the position as 
steady as a rock.
Purdy 1998, p 206
I quote Purdy at length because she provides a rare example of a classroom epiphany, 
such moments normally appearing in descriptions of stage performance. She goes on to 
describe the feeling of perfect body alignment, of realising total body control and 
“having arrived at a plateau” (p 206).
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The quotation forms part of a fascinating memoir of childhood training in London from 
1933-1938. Sent to London at the age of eleven to train with Phyllis Bedells and later 
Sheilagh Elliott-Clarke, Purdy’s recollections provide some interesting parallels with 
Ballet Shoes}^ These include an adopted London home and a matriarchal domestic life 
dominated by her father’s sister, the Bohemian Aunt Doffie, whose largesse equals that 
of Gum.^^ Full of factual detail, particularly on the training systems, syllabi and 
examinations of the RAD and ISTD, Purdy’s text allows a rare insight into the 1930s 
English teaching infrastructure as well as the still influential colonial legacy. As with 
Streatfeild’s novel, themes of women’s independence, the partial subversion of feminine 
identity and the nurturing of adopted daughters are central. Rich’s (1977) argument on 
the liberation of the modem woman and a consequent separation involving two mothers 
(discussed in Chapter 1, pp 19-20), finds persuasive evidence in an intertextual exchange 
with Ballet Shoes.
Purdy was, of course, writing about the 1930s from a signiflcant distance and with an 
adult specialist audience in mind. Nonetheless, the sense of commitment, discipline and 
sacrifice which marked her childhood training was a message which Streatfeild sought 
to communicate within the flctional realm of the Fossil sisters. The unique contribution 
of Ballet Shoes lies in introducing the concepts of vocation and apprenticeship to the 
child reader, carefully narrated as a journey from hard work to progress, achievement 
and reward. Training at the Academy is a process of instruction, in which specialist 
knowledge is passed down from woman to girl and “success is won by submission and 
the studious reproduction of others’ thoughts and intentions” (Stoneley 2002, p 148). 
Like the young Verity Sweeney Purdy, Pauline and Posy rejoice in their individual 
successes. The importance which they attach to them, constituted a signiflcantly new 
message for post Victorian middle class daughters. Being good at something and taking 
pleasure in achievement was given a new credence. Being paid for it was merely a 
logical conclusion.
With paid work as the ultimate goal, Streatfeild ignores the rationalising of dance as 
education and an entitlement for every child. Ballet is not given a social, physical or 
psychological development agenda. It is neither personalised nor differentiated and it
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is never flexible. The Fossil children attend the Academy six days per week where they 
leam that ballet, like childhood itself, involves codes of conduct. Initiation, for both the 
girls and their surrogate mothers, begins with their very first class where they witness 
the classroom etiquette surrounding Madame Fidolia’s entrances and exits:
all the twenty children and the pianist and the instructress and Theo curtsied, 
saying ‘Madam’ in reverent voices. Pauline, Petrova, and Posy did it too, but 
a little late. Sylvia gave a rather deep bow, and Nana a bob. ‘Well,’ said 
Nana, as the door closed, ‘if you ask me it’s for all the world like taking 
dancing classes in Buckingham Palace.’
Streatfeild 1949, p 50
Streatfeild makes it clear that whilst an ‘ordinary’ stage school accommodates 
excellence and mediocrity, both are bom of hard work. Opportunities for leisure 
activities and childhood adventures are diminished. The Fossil sisters are self reliant 
and have no circle of friends. There is no social or professional interaction with boys of 
their own age. Annual holidays are minor events, necessary breaks from hard work 
which have to be paid for rather than the indisputable right of all middle class children 
(Bull 1984). Talent and excellence are associated with specialism and high 
expectations, mediocrity with diversity and acceptance. All three sisters begin a broad 
curriculum (dancing, acting, singing and fencing) but Pauline and Posy are allowed to 
give up the subjects at which they do not excel, leaving the less talented Petrova as the 
‘all-rounder’.
Theatre training also dictates the lives of parents and families, including the inhabitants 
of Cromwell Road. The domestic roles of Sylvia and Nana are overtaken by their duties 
as chaperones. The boarder, Mr. Simpson, provides transport to and from rehearsals, 
auditions and shopping whilst his wife helps make the dresses needed for important 
auditions. Dr. Jakes acts as Pauline’s personal drama coach whilst Theo Dane provides 
extra dance coaching for Posy. In this way, Streatfeild recognises the family 
contribution which is largely invisible in the pages of the dance press, but without which 
the teaching sector could not operate. Sylvia and Nana are ballet mothers whose self 
sacriflce enables a younger generation. In contrast to the Bohemian spinster and 
hedonistic flapper, Sylvia emerges as a highly practical maternal muse. The good fairy
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Bérylune watches over not one, but three Mytyls, each in search of her own ‘bluebird of 
happiness’.
8.4 In Fairyland: Wings, Work and Wages
In her fictional training, Streatfeild is obliged to reduce several years of daily study to a 
manageable content. Her reconstruction of the theatre takes on a different temporality 
and, consequently, level of detail. The theatrical environment is defined as individual 
productions, crystallised in the moment of a single performance. This increased 
potential for detail, together with Streatfeild’s considerable knowledge of the profession, 
results in a more acute observation.^^ As noted by Bull,
here, at last, Noel found a use for the information about earnings and 
working conditions she had gleaned during the run of Mother Goose, so that 
the stage careers of the Fossils are documented with complete technical 
accuracy.
Bull 1984, p 136
In parallel to this greater sense of realism, Streatfeild also communicates something of 
her childhood excitement at seeing Lila Field’s Little Wonders on the seaside pier. The 
theatre profession is presented from two distinct angles; the backstage life of a child 
actress and the on-stage, magical, fantasy world of increasingly elaborate productions. 
This dual perspective is developed in a linear progression from the child-centred worlds 
of Maurice Maeterlinck’s The Bluebird {190%) and Lewis CemoWs Alice in Wonderland 
(1865), to the adult themes of Shakespeare and Hollywood.
The backstage/on stage dualism is expertly crafted in the description of a staging of A 
Midsummer Night’s Dream at the centre of the narrative. It is a production in which 
Pauline and Petrova leam to ‘fly’ using stage machinery, apply for a licence to work 
from London County Council, and experience the processes of répétiton générale and 
press reviews. In her description of Shakespeare’s fairyland, Streatfeild is able to 
combine a sense of the visual with the embodied, illuminating the magical 
transformation whilst maintaining the ‘reality’ of interactive set design.
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Pauline, flying over Bottom’s head, with her silk wings streaming behind 
her, and toe pointed to alight beside Titania, almost forgot to say ‘ready’ 
when she came down, because she was thinking to herself how like being a 
real fairy it was. Petrova ...peered between the leaves at what was going on 
and thought it all very gay, and stopped wishing she was safely at home.
Streatfeild 1949, p 174
Throughout the narrative, such moments of illusion are exposed without demystifying 
the performance altogether. Pauline’s enthusiasm and near accident become a fairytale 
within a fairytale. Petrova’s ability to forget her discomfort at being on stage and submit 
to the fantasy and her role, is another take on the dualism of person/character in acting. 
Both are messages of the transformative power of the stage and its rewards for children 
who work hard, even those, like Petrova, with little talent or enthusiasm.
In her informative, critical study, Nancy Huse points to the centrality of Shakespeare’s 
work in the lives of Pauline, Petrova and Posy Fossil, arguing that
the sign that they have learned their craft, constructed themselves as 
professionals as they have invented themselves as sisters, is their active 
seeking of parts that challenge their abilities but meet their needs for 
economic independence, success, and potential fame.
Huse 1994, p 45
In the detailed narration of A Midsummer Night’s Dream, Huse sees both a message of 
contemporary ownership and a vehicle for self appraisal and future career planning. 
Even Posy, who is too young to join the cast, engages in the process of learning and 
appraisal, describing the performance of the ballerina Derova (as Titania) with techmcal 
detail and forthright critical judgement.
Whilst Huse is able to illuminate the significance of Streatfeild s literary and theatre 
canons, she ignores the major shift in gender politics which marks the girls entry to the 
professional theatre and the world of work. Unlike the domestic and training realms, the 
theatrical world is one in which opportumties are controlled by men. the London County 
Council officials who grant the children licenses to perform professionally, the stage 
managers and theatre managers, the producers and male leads whose casting preferences
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are influential. Film directors, film crews and agents are also exclusively male realms. 
Pauline s initiation into this patriarchal authority comes via the process of audition in 
which, for the first time, her knowledge and skills are assessed by a man. As she leams 
very quickly, men, rather than women, enforce professional codes of conduct in the 
theatre.
The change in gender/power dynamic is exemplified in Chapter Eleven ‘Pauline Leams 
a Lesson’ (pp 132-142). As noted by Stoneley,
when Pauline’s acting brings her money and fame, she tests the extent of her 
new power by breaking the mles of backstage behaviour. As a punishment, 
her role is given to her understudy, and she quickly realizes that star power is 
inconsequential in comparison with the theatre-manager’s power.
Stoneley 2002, p 148
The issue of authority and gender in the theatre is, I would argue, made more complex 
by an increasing distinction between the worlds of acting and ballet. Ultimately, 
Madame Fidolia’s combined training separates into two distinct spheres embodied by 
Pauline and Posy Fossil. Whilst neither the professions nor the sisters are polarised, the 
relationship is one of both explicit and implicit difference. Acting is made ‘real’ whilst 
ballet is mythologised as mysterious ‘other’. From the very beginning ballet is made 
exclusive: Madam Fidolia’s ‘odd-looking’ appearance and regal manner are not shared 
by singing and acting instructors. The message that ballet, unlike acting, demands 
specific physical attributes is also made clear in Chapter 5, when Madam Fidolia is 
delighted to discover that Posy’s feet are exactly the ‘right’ shape for ballet.
Of equal interest. Posy’s access to the world of ballet is highlighted by Petrova s 
exclusion. Petrova does not have the ‘right’ shaped feet and is unable to see past the 
repetition and boredom of ballet training or to commumcate its vocabulary. She is 
astute enough to realise that this will always be the case, since increased efficiency (the 
best that she can hope for) will only lead to more repetition and boredom. Such
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resignation is revealed to her confidant, Mr. Simpson, in a conversation which identifies 
them both as ballet ‘outsiders’:
‘How’s the dancing been this week?’ he would ask. ‘Awful.’ ‘Still doing 
nothing but exercises?’ ‘Yes. Battlements -  always battlements.’ She meant 
Battement, but she had only heard the word and never seen it written, and 
had got it wrong, and of course Mr Simpson did not know one dancing term 
from another. ‘Battlements,’ he murmured. Then he laughed. ‘Silly words 
they use at your dancing.’
Streatfeild 1949, pp 68-69
The stage training which is enforced upon Petrova is only made bearable by a passion 
for cars and aeroplanes, male realms which ally her first with Mr. Simpson and then with 
Gum. As the middle sister who does not quite fit in with Pauline’s acting or Posy’s 
world of ballet, Petrova is a prototype ‘tomboy’ or ‘misfit’. Nonetheless, her 
professional destiny as a commercial pilot is ultimately given precedence in the 
children’s bid to be recognised. As Pauline and Posy concede.
the books will say: “The greatest explorer in the middle of the twentieth 
century was Petrova Fossil, who found routes by which goods could be 
carried at greater speed and less cost, and so she revolutionized trade.”
Streatfeild 1949, p 232
In this way, Petrova is rewarded for putting up with life at the Academy whilst her 
sisters accept the ‘immateriality’ of theatrical professions which, in the greater scheme 
of things, make little or no contribution to ‘progress’.
The immateriality of ballet means that Posy ’s talent is never connected with the reality 
of earning money. On the contrary, the completion of her training (with the legendary 
Manoff) will be paid for by Pauline’s Hollywood income. Acting pays for ballet. 
Immateriality and elusiveness are also communicated in the mystification of the training 
process, especially the nurturing of a protégé. No one actually knows what Posy does in 
her classes with Madame Fidolia. The reader is merely informed that.
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since The Blue Bird no one had ever seen her work. All the rest of the
students appeared in various performances for charity, but she never did ... 
they never saw what she could do.
Streatfeild 1936, p 148
The invisibility of ballet training, together with the absence of a named ballet canon, 
serves to ‘hide’ Posy’s chosen art and, at the same time, expose the fundamental
challenge in writing about dancing. Whilst Streatfeild can provide her readers with
tangible evidence of the art of acting through the texts of Maeterlinck, Carroll and 
Shakespeare, she is unable to ‘quote’ the dance in the same way.
The inspirational Manoff and his Marmaro Ballet are also cloaked in secrecy. Only 
Posy and Sylvia attend the performance. Rather than share the experience with the 
others. Posy goes to bed without saying a word other than to proclaim “I’ve got to leam 
from him, Pauline - 1 must” (Streatfeild 1936, p 225). The next morning, she disappears 
without telling anyone and secretly auditions for the maestro, only sharing the events of 
her audition as a fa it accompli. The epiphany which Streatfeild fails to provide at the 
beginning of the story is provided at the end, but it is Posy’s alone. The elusive nature 
of ballet, both as something which lacks materiality and is accessible only to the few, 
renders it a matter of destiny rather than learning. Posy does not find a way to open the 
door — it was already open. She was bom to be a ballerina, the only Fossil to arrive with 
something from her ‘real’ mother: a pair of ballet shoes, the supreme symbol of ballet’s 
elitism, which she will eventually claim as her own.
For Stoneley such a destiny is one of submission and burden in which The body is no 
longer one’s own; it is made over to the ballet aesthetic (Stoneley 2002, p 148). 
Moreover, it is this total submission to her art which enables Posy to ignore the codes of 
conduct with which Pauline and Petrova must comply. Stoneley s reading offers an 
explanation for the many incidents in which Posy flouts the rules and, more importantly, 
is allowed to get away with it. For example, her insistence that training with anyone but 
Madame Fidolia is a waste of time causes concem, but is eventually accepted. Whilst 
Pauline ‘leams the lesson’ that nobody is irreplaceable. Posy is allowed her star
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complex’. Madame Moulin’s lecture on ‘even the best can still leam from others’ does 
not work on the dancer as it did the actress: on the contrary, Posy ridicules the French 
teacher’s efforts and is proclaimed an “enfant terrible. Mais tu me fais rire” (Streatfeild 
1936, p 217). Even Posy’s tendency to ‘show-off is gradually accepted by her sisters as 
something other than conceit or arrogance.
Posy’s English working class identity, passion for ballet and rebellious streak make for 
an interesting ballet child paradigm, a response, perhaps, to the question Streatfeild 
asked herself on seeing child stars on the pier; ‘what would it be like to be them?’. 
Twenty years later, one of those stars, Ninette de Valois, was to shatter the illusion by 
revealing the ‘reality’ of life in the spotlight in her autobiography Come Dance With Me 
(de Valois 1957). De Valois provides a detailed account of training and performing with 
Lila Field’s organisation in which, like Posy Fossil, she was singled out as a classical 
ballet protégé. As she describes, tours with Field’s revue were gruelling undertakings in 
which she performed up to ten solos per show, eight shows per week, followed by long 
hours of travelling to the next destination on Sundays. The low pay and oppressive 
conditions are recorded in great detail but it is de Valois’ critical self reflection which 
ultimately de-mystifies Streatfeild’s star gazing. For example, de Valois recalls
a precocious effort in the form of a revue — with the children depicting great 
stars. Needless to say I was doomed to be Pavlova and executed The Dying 
Swan, having laboriously noted this down myself from the upper circle of 
the Palace Theatre.
de Valois 1957, p 31
The experience forms part of an early training which de Valois was to regret as wasted 
years”, conceding that the discipline gained from Lila Field was no compensation for the 
lack of standards and organisation which characterised the teaching profession before 
the mid 1920s. The inferiority of her training was to provide an impetus for her own 
contribution to the profession, an endeavour in which she concerned herself with the 
materiality of ballet and the practicalities of its production.
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Ultimately, the search for the child in ballet shoes becomes an unravelling of the 
experience, imagination and writing skills of Streatfeild herself, formulated as a literary 
echo of her role as a rebellious daughter in search of an independent identity. As argued 
by Fluse, the need to earn a living and the unexpected support of her mother in her 
controversial career choices, led to an ambivalent mother/daughter relationship which 
“supplied the varied female perspectives for her fiction” (Huse 1994, p xi). Huse ‘s 
invocation of the Goddess Circe as the model for Streatfeild’s “disruptive power” offers 
a potential opening for further research., yet there may be a deeper significance to be 
found in the autobiographical dimension of children’s fiction. If childhood is not 
something which we leave behind but a construct in which we continue to be implicated 
(Rose 1993, p 12) then, as Stoneley concludes.
the fiction of growing up nearly always serves as an allegory for arriving at a 
satisfactory way of thinking about an adult preoccupation. Children’s fiction 
is a fiction of rescue, of ‘getting it right’.
Stoneley 2002, p 147
It is in this sense that stories of childhood ballet training form part of a continuous 
discourse of recovery in which the storyteller-mother reconstructs her child self. This 
reworking of the ‘I’, an act which links Streatfeild vnth the dancer-writers in the 
previous chapter as well as my own recollections with which this thesis began, 
constitutes a powerful matriarchal voice amidst the patriarchal systems of ballet, the 
theatre and literature.
8.5 Notes
The dancer Darcey B u sse ll, journalist Julie Burchill, authors J^queline Wilson 
and J.K. Rowling, and dance critic Judith Mackrell, have all cited Ballet Shoes as 
a childhood favourite. The book has never been out of prmt and won the Library 
of Congress Children’s Book of the Year in 1991.
Chapter 8: Fairies and Fossils: Noel Streatieild’s .SW.y (1936) 231
2
5
The screenplay for the 2007 BBC adaptation of Ballet Shoes is reasonably 
faithful to Streatfeild’s text except in the invention of a romantic relationship 
between Sylvia and Mr. Simpson (Mrs. Simpson being removed from the plot 
entirely) and a somewhat stereotypical image of lesbian academia in the 
characters of Dr. Jakes and Dr. Smith. For production and cast details see thesis 
bibliography (Wenger 2007).
Heywood (2001, p 5) cites children’s books, toys, factory and school records, 
literary accounts (novels, diaries, autobiography), oral history, folklore 
collections, parenting manuals, portraits, photographs and documents relating to 
state legislation and child welfare initiatives.
James and Prout (1997, p 8) present their thesis in the form of six ‘features’ of 
the new paradigm, four of which I summarise as having influenced my own 
research. The other two concem ethnography as a particularly appropriate 
framework for the study of childhood (Number 5) and the inevitable ‘double 
hermeneutic’ of the social sciences.
Hunt (1992, p 3) is obliged to concede that his own collection of essays is 
indicative of the dominance of men in the academic study of children’s literature 
(i.e. theory), and of women in the writing of it (i.e. practice). My research 
suggests that there has been a marked increase in women academics in this field 
(for example, Karin Lesnik Oberstein (ed) 2004; Jean Mills (with Richard Mills) 
(eds) 1999; Jacqueline Rose 1993; Deborah Cogan Thacker and Jean Webb 
2002), although precise statistics are unavailable.
See also Chapter 3 (pp 68-70) on publications and media as part of the topology 
of the English ballet field.
The first ‘Famous Five’ book. Five on a Treasure Island, was published in 1942 
and launched a series of 21 books on the adventures of Julian, Dick, Anne, 
George and their dog Timmy.
The late nineteenth century saw the opening of the first public schools for girls, 
including St. Andrews in Scotland 1877, Roedean 1885 and Wycombe Abbey 
1896.
Examples include: The Fortunes o f Philippa (Brazil 1906), The School by the 
Sea (Brazil 1914), Rosaly’s New School (Oxenham 1913), The Girls o f the 
Hamlet Club (Oxenham 1914), The Abbey Girls (Oxenham 1920), The Senior 
Prefect (Bmce 1921) and The School at the Chalet (Dyer 1925). Blyton began 
writing girls’ school stories in the late 1930s with The Naughtiest Girl in the 
School appearing in her children’s magazine Sunny Stories before bemg 
published in book form in 1940.
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As the term ‘baby ballerinas’ suggests, Baronova, Toumanova and 
Riabouchinska were exceptionally young (14-15 years old) when they joined the 
Ballets Russes de Monte Carlo in 1932. Baronova (2005) provides a detailed 
insight into the opportunities and pressures of early stardom in her 
autobiography.
Both Bull and Huse note a direct parallel between the central protagonists in The 
Whicharts and Ballet Shoes.
The concept of a series is, in fact, rather tenuous since many of the books were 
originally published with different titles and were renamed, mainly for the 
American market. For example, the complete collection includes a number of 
stories published under two different titles: Ballet Shoes (1936), Tennis Shoes 
(1937), Curtain Up/Theatre Shoes (1944), Party Frock/Party Shoes (1946), The 
Painted Garden/ Movies Shoes (1949), White Boots/Skating Shoes (1951), The 
Bell Family/Family Shoes (1954), Wintle’s Wonders/Dancing Shoes (1957),
New Town/New Shoes (1960), Apple Bough/Travelling Shoes (1962) and Ballet 
Shoes fo r  Anna (1972). The linear relationship between the books is also 
dubious. Ballet Shoes and Theatre Shoes are separated by eight years and the far 
reaching impact of the Second World War. Dancing Shoes appeared some 
twenty years later and Ballet Shoes for Anna some forty years later, by which 
time Streatfeild’s skills as a writer were in decline.
The novel was originally published in London by Dent in 1936, however, for the 
analysis in this chapter I have used the edition published by Puffin (1949) with 
illustrations by Streatfeild’s sister, Ruth Gervis.
Vocational boarding schools for theatre and dance training were not firmly 
established until after the Second World War. From the 1950s, the ballet school 
genre was able to incorporate boarding school life and the separation from home 
required of the ‘serious’ ballet student.
Stoneley’s interest in ballet and gender has been subsequently developed in A 
Queer History o f the Ballet (Stoneley 2005).
For a detailed account of the original 1890 Petipa/Tchaikovsky ballet see Roland 
John Wiley’s studies Tchaikovsky’s Ballets (Wiley 1985) and A Century o f 
Russian Ballet: Documents and Eyewitness Accounts, 1810-1910 (Wiley 1990) 
which contains a translation of the original Vsevolozhsky libretto.
The two notable exceptions are de Valois’ school which she named The 
Academy of Chorégraphie Art and the Royal Academy of Dancing.
The Academy of Dramatic Art became the Royal Academy of Dramatic Art m 
1920.
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Other male ballet experts, including Philip Richardson and Cyril Beaumont, set 
themselves the task of educating children in ballet. Beaumont’s (1922) two part 
article ‘The Ballet Girl -  Then and Now’, is indicative of the historical 
perspective favoured by these men, as well as an overtly didactic, and sometimes 
patronising writing style.
In fact, there is little or no insight into the structure of progression in Madam 
Fidolia’s system of training. The logical model for a former Imperial ballerina of 
the time would be that of Cecchetti but there is no reference to his pedagogy in 
Streatfeild’s few passages of technical description.
Haskell’s recollections of studying with Astafieva are included in Chapter 6.
Sheilagh Eliot-Clarke was an influential teacher who went on to become 
Chairman of the ISTD Modem Stage Branch from 1970 until her death in 1974.
In the 1930s, she opened a school in London with Edna Slocombe where Purdy 
received the bulk of her London dance training.
Purdy (pp 60-61) gives a colourful description of her arrival at Aunt Doffie’s 
overcrowded cottage in Chelsea where the Duff-Amotts (an unemployed writer, 
his unemployed actress wife and their daughter, Portia) are temporary lodgers.
Streatfeild is accurate in reflecting new legislation such as the Children and 
Young Persons Act 1933 which introduced a licensing system and much tighter 
restrictions on children working in the theatre. These changes had a significant 
impact on the dance/theatre training sector, as reflected in journal editorials (eg. 
Kay 1934) and open letters from teachers such as Italia Conti and Lila Field.
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Conclusions
This thesis began with two research questions to which I return by way of conclusion. 
The first was the extent to which the mother and mothering can be seen as cultural and 
symbolic capital in the English ballet field of the interwar decades. The second, related 
enquiry was to consider the potential for a narrative of ballet’s maternal muse based on 
Bourdieu’s structural nexus but extended through historical evidence, imagination and 
memory. The resulting hersXoxy of matriarchy and nation, its pedagogical application 
and possibilities for further research are considered in the following pages.
It is worth re-iterating the diverse ways in which the mother has been employed 
throughout the body of research. Indeed, I have sought to pursue multiple identities, 
literal and metaphorical, in an expanded concept of the maternal imaginary. Just as in 
life, the role of the mother might include a broad range of concerns and activities, its 
metaphorical application cannot be fixed to a single meaning. In addition, I have 
highlighted the ways in which the ‘real’ and metaphorical mother collide in the habitus 
of individual women such as Marie Rambert and Louise Kay, who performed a maternal 
role across their domestic and professional lives. The borders of the actual and the 
symbolic are further explored in relation to the fictional ‘ballet mother’ exemplified in 
the journal column ‘Phyllida goes dancing’ (Chapter 1) and the generally maligned 
mothers of Serafina Astafieva’s students (Chapter 6),
It is perhaps worth noting that many of the leading women in English ballet were 
married but not (biological) mothers. Then, as now, women were faced with complex 
decisions in balancing a family and a professional career. Adeline Genée, Ninette de 
Valois, Noel Streatfeild and her fictional ballet teachers are all exemplars of career 
women’ who challenged traditional expectations by not having children. In Ballet Shoes, 
Streatfeild provides further complexity by removing the real mother (and father) in 
favour of a group of surrogate mothers, the ‘second mothers perceived by Rich (1977) 
as an unwanted outcome of women’s emancipation, re-identified in my own research as
Conclusions 235
positive and influential role models. Thus, I have reinvented the woman ballet teacher 
(married or unmarried) and her student daughter as the central nexus in the metaphorical 
mothering of ballet training and pedagogy, extending her role to include president, 
examiner, committee member, company founder, journal editor and novelist.
As considered in Chapters 4 and 7, the Marriage Bar undoubtedly influenced career 
decisions and, whilst not a feature of this research, contributed to the spinster stereotype 
invoked by Streatfeild (in the form of the retired female academics. Dr. Jakes and xxxx) 
and historically linked with women in education. The spinster demon and the mother 
goddess emerge as opposite ends of the maternal spectrum, a variation of the 
virgin/mother/crone tripartite identity traceable across the ballet field. Married or 
unmarried, the women in this study all sought to present themselves (and to be presented 
by others) as virtuous, dedicated to their profession and ‘cruel to be kind’ where 
necessary. Whilst I have focused on the oppressive nature of Rambert’s teaching, the 
potential for abuse of power is by no means isolated to any single woman. In some 
respects, Genée, Astafieva, de Valois and Kay all exercised power through fear, 
symbolised in the title ‘Madam’ and achieved through layers of classroom etiquette and 
teaching methods used to silence their students. That some students chose to remember 
these teachers as ‘good’ or ‘bad’ (or somewhere in between) is a reminder of the 
constructed nature of identity and the power systems within which it operates.
It is an obvious point that a mother needs a child or, more specifically, that the ballet 
teacher needs a student. The role of the student in ballet production, from the young 
child attending a weekly dancing class to the professional ballet student, has received 
little attention and yet, the field cannot exist without them. The inclusion of Streatfeild s 
fictional ballet girls in my own research makes the point but the identity of the child and 
the ways in which this might be mediated by and through ballet practice is an area 
worthy of more detailed consideration. As with the mother, the interwar period, with its 
succession of reform in child education and welfare, offers rich potential for an 
interdisciplinary dance/cultural studies/histoiy methodological framework.
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The research has also shown that the power to give life, to raise children, and to bestow 
knowledge on a future generation operated as a potent form of cultural capital in the 
construction of national identity, tradition and heritage. As highlighted in Chapter 6, 
Britannia and Mother Russia provide highly relevant examples of the gendering of 
national identity which resonate in the matriarchal structure of dancing schools, 
professional studios and ballet companies in 1920s London. The metaphoric ‘mother 
nation’ employed in early twentieth century nationalism lends itself to a female 
dominated profession seeking a national identity. My research suggests that this identity 
was created through a complex process of naturalisation in which Russian classical 
ballet heritage was adopted, adapted and represented as an indigenous art form, 
embodied in the woman teacher and her ultimate prize - the English ballerina.
Such considerations illustrate the context-specific nature of research in which the 
discourse of the mother is firmly located in time and place. In this instance, the unique 
cultural moment of post-war England with its renewed interest in the mother, lends my 
interpretive trope historical weight. The historical emphasis which permeates the thesis 
illustrates the central methodological argument (detailed in Chapters 1-3) on rejecting a 
cultural analysis which is allowed to float free of historical evidence. The past/history 
distinction and the presence of the past in the act of remembering (and rewriting) are 
further illustrated through the use of autobiography. My own rite of passage, from 
childhood ballet lessons to professional training and a career in higher education, 
provides a sub-narrative which is both a methodological tool and Aerstory. It is to this 
authorial position that I return before considering the extent to which Bourdieu s 
sociology of culture has facilitated my narrative of mothering English ballet
En Place ... from where I sit
Ifs 8.50am and I am waiting in the studio for the rest o f the students to arrive. As I 
ponder on the rather formulaic lesson plan that I  have prepared (lesson aims (Tick), 
learning outcomes (Tick), strategies for inclusion (Tick)), my attention drifts to my 
surroundings. Lucia Cormani’s studio is now a lecture room-come-meeting room.
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complete with interactive white board, projector screen, a fully-articulated life size 
plastic skeleton, and a rectangular arrangement o f tables and chairs. I  remember doing 
a ballet exam in this room as a teenager and being asked to rise en pointes and open the 
top window. Now, decades later, I  sit and contemplate the cultural economy o f my class 
and its relationship to the history I  have just rewritten.
There are 21 students, all studying on the BA (Hons) Ballet Education programme 
which can be traced back to the teacher training programme introduced by the RAD on 
6^  ^October 1945, a version o f which 1 completed in 1981 -  before it became a degree. 
We are all direct inheritors o f the alliance between ballet and general education 
pioneered by Adeline Genée and Elizabeth Gwatkins: the resulting philosophical, 
artistic, technical and pedagogical legacies are embodied in our collective and 
individual habitus. The inheritance is deeply embodied in the way 1 am sitting now, 
what 1 have chosen to wear, the hardened skin on my feet, the degeneration in my back 
and hip joints, my verbal and non verbal communication and, o f course, the content o f 
this morning’s lecture: ‘continuity and change -  exploring the ballet teacher’s gendered 
identity ’.
These particular students are studying for a degree but gaining a nationally recognised 
qualification is not why the majority o f them are here. The ‘real prize is the 
qualification and professional status awarded under the Academy’s Royal Charter: the 
Licentiate o f the Royal Academy o f Dance (LRAD) and RAD Registered Teachers Status. 
The young women facing me do not aspire to Bachelor o f Arts status — their role model 
is the woman ballet teacher and the profession she dominates. Despite my presence as a 
mediator, education and ballet are still being polarised by a gendered politics o f theory 
and practice centred on two subject identities which transcend my teaching and my 
thesis: the ‘Academic ’ and the professional teacher (or dancer) practitioner.
Moments of contemplation like the above have provided a pivotal impetus for my thesis. 
There have been many more over the last decade, prompted by the range of dance 
teacher education programmes offered by the RAD and the recently introduced
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continuing professional development framework. 1 have been centrally involved in the 
creation of our current portfolio and, as Senior Lecturer in Dance History, have 
continuously renegotiated a subject role in each programme of study. This involves 
recogmtion of ‘dance history’ as a discrete subject, made tangible in the shelves, boxes 
and bindings of the Philip Richardson Library, and part of a heritage, ancestry and 
cultural identity which is encoded in the title ‘Royal Academy of Dance’. Indeed, 
‘having a history’ is cultural currency which institutions like the RAD seek to protect. 
At the same time, the kinds of theoretical perspectives, critical methodologies and 
narrative strategies employed in my thesis have prompted a rethink of the ways in which 
a more philosophical, postpositivist and discursive approach might enable trainee dance 
teachers to locate their own cultural position, identity and sense of worth, using history 
as a starting off point. Making sense of the present (and our ‘self) through a critical 
study of the past is not a new agenda but it is worth noting that dance and history are not 
always positioned as partners, particularly in the context of teacher education. The 
former tends to be positioned in the centre of the studio (where she dances), whilst the 
latter is kept waiting outside - dance moves whilst history, and the historian, are made to 
stand still — en place.
In reconstructing English ballet as a cultural field comprising diverse practices, I have 
provided a space for a dance history and a dancing history, turning the woman ballet 
teacher en ouverte (and myself along with her) - ready to move across the space and the 
page. To date this has provided some new impetus for my teaching at undergraduate 
level, with some opportunities to draw directly on my doctoral research - rather more 
than I have been able to maximise. Obvious examples include the chronology on the 
English ballet training sector which supports this thesis (Appendix A) and provides a 
range of information which is not currently available in published form. This has had a 
direct impact on familiarising trainee teachers with the historical development of their 
profession in the UK. The lack of materials in this area has proved a frustrating hurdle 
in locating/constructing a multi-dimensional cultural position for today s dance teacher 
and in tracing a discourse of gender throughout ballet practice more generally. The 
document has also provided a tangible, subject-specific source for analysis of
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historiographic practices and the challenge to the chronicle presented by the 
philosophies of history which have informed my research. Work with students has the 
potential to add to the quantity of information through a critical (and practical) 
exploration of the document (and its interpretation in the chronicle) and the 
classificatory system that I have created and employed. Learning of this kind is likely to 
initiate a deeper level of engagement with the epistemological limits of history and 
challenge, from within students’ own experience, the hegemonic ballet narratives which 
have constrained, if not hidden altogether, the ballet teacher’s identity as a cultural 
agent.
Teaching future dance teachers also provides an ideal context to test my model of a 
dance ‘field’ in relation to other genres, in particular, the range of theatre dance 
‘branches’ offered by UK dance teaching associations (IDTA, ISTD, NDTA, etc.). 
Given the range of dance curricula currently being delivered in UK schools, colleges, 
universities and private studios, such a project would be a significant undertaking but 
one which may reap rewards in two ways. Firstly, by positioning all dance as cultural 
practice and secondly, by revealing the structural features which divide and separate 
dance practices and shape (and are shaped by) the habitus. This may prove a more 
meaningful way of addressing the issue of context-specific (dance) teaching roles and 
identities, a line of enquiry which needs to move beyond skill-based assessment into a 
more philosophical reflection on what it is to name oneself a ‘teacher , a professional , 
and an ‘educator’. It is likely that the RAD’s new Master of Teaching (Dance), with its 
practice-based research ethos, will provide a unique postgraduate, professional 
development forum for this kind of progress.
There are, however, some fundamental hurdles facing the dance teacher-researcher. The 
marked disparity between the ‘cultural turn’ explicit in my research, and the model of 
dance education embedded in the UK 14-19 curriculum is one such challenge. After 
thirty years, the continued relevance of a ‘three strand’ model of dance education 
(performance/ choreography/appreciation) based on a hierarchical concept of A rt, is an 
issue in need of attention. It is unlikely that this will be achieved within the Framework
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for Professional Standards for Teachers (TDA 2007) which drives teacher training for 
the UK state school sector. The government’s political drive to make dance socially and 
culturally ‘inclusive’, is not yet matched by a theoretically informed understanding of 
culture. At the same time, the acculturation of dance in the Higher Education sector is 
not matched by a significant commitment to teacher education. The situation is worthy 
of a more detailed account than I can give here but my relocation of the dance teacher to 
a central position in the cultural field may offer a theoretical paradigm shift for future 
change.
The analysis of pedagogical differences in ballet training, translated as a gendered 
discourse of knowledge and power, permeates my research and teaching. There is a 
general tendency to neglect past practice in teaching and education as inevitably 
outdated but in ballet, this is mitigated by a dominant origin theory which finds its 
‘essential’ beginning (and end) in the 17* century classical danse d ’école. In some 
respects, the anti-modem sensibility which is so clearly visible in pedagogical debates in 
the 1920s and 1930s remains part of the fabric of today’s academy. An example can be 
found in continuing debates within the RAD (for example), on the necessity (or 
otherwise) of maintaining the prefix ‘classical’ (ie. classical ballet), irrespective of any 
periodicity or generic categories in choreographic or performance style. Contemporary 
ballet training still frames its knowledge base in terms of the past, even as it attempts to 
address the demands of twenty-first century repertoire and ‘inclusive’ education policies 
and practices.
In yet another complex twist, ballet teaching has been resistant to critical self reflection 
of either past or current practice. The practice/theory dichotomy and its deconstruction 
and reconstruction through ballet pedagogy warrants a much deeper investigation than I 
have given space to but Espinosa’s 1916 manifesto (Chapter 5) is indicative of the 
fundamental assertion that teachers can only teach what they themselves can do. During 
my own teacher training this translated to the equation of the Advanced teacher with 
the teaching of Advanced level material. Today there is greater recognition of the 
importance of teaching skills and, consequently, executant expectations for a first-level
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ballet teaching qualification are considerably lower than Espinosa’s benchmark. In 
terms of the conflict between Espinosa and Genée on the inclusion of ‘theory’, the 
current RAD syllabi and examinations framework follows a performance-oriented 
model. The boundaries which separate training and education, the practitioner and the 
‘academic’, practice and theory are being nudged but dance teaching lacks the weight of 
a workable concept of ‘practical knowledge’, needed to move forward.
en ouverte ... opening positions
How, when and where to introduce Bourdieu’s concept o f habitus? As a way o f  
understanding the fundamental relationship between structure and agency it seems to 
resist any disciplinary boundaries, programme parameters, modular structure, subject 
emphasis, cultural focus or historical periodicity. I f  Bourdieu is acknowledged as 
difficult to read by the audience he writes for, how, as a teacher, can I  mediate his 
thinking in terms which my students can grasp and use in making sense o f dance, 
culture, education? What opening might allow us to move in an oblique path through the 
dense conceptual matrix o f ‘the logic o f practice ’ and the ‘economic world reversed? ’ 
What sort o f language-game will we need to play?
One of the useful functions of a teaching-research inter-relationship is the opportunity to 
assess the strengths of a thesis through communicating ideas with others. At post­
graduate level, this might include a critical engagement with issues of selectivity and 
their implications, as well as issues which seem to warrant further investigation. Whilst 
I have not, as yet, used my research material in teaching at this level it is likely that any 
such assessment will focus on the interdisciplinary theoretical impetus and, in particular, 
the choice of Bourdieu’s conceptual tools of field and habitus. Whilst some of my 
concerns with Bourdieu’s sociology were voiced in Chapter 1, the development of his 
conceptual apparatus through my own research material in subsequent chapters warrants 
a critical conclusion. The concept of a cultural field has, for example, been fundamental 
in making English ballet visible as a wide set of practices linked to culture, social 
structure and power. The constitutive power relations in the teaching sector are explored
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in some depth within this thesis and, in this respect, the concepts of cultural and 
symbolic capital have proved extremely useful thinking tools. As noted by Swartz 
(1997), Bourdieu s model of a cultural economy has found a wide audience but it has 
proved particularly relevant for an art form linked so closely with the humanist tradition 
and the classical canon. In decentring the English ballet repertoire which dominates 
other studies, I have relocated aesthetic values within the embodied practices of women 
who produce (and consume) them.
As my central protagonist, the woman ballet professional also demonstrates Bourdieu’s 
argument that agents can create structures as well as the other way round: Genée, 
Astafieva, Rambert, de Valois, Kay and Streatfeild were all pioneers in the construction 
of an English ballet professional field. As 1 have shown, they were also astute strategists 
whose decisions and actions effected change but it is worth emphasising that Bourdieu’s 
concept of ‘strategist’ is notoriously slippery dimension of the wider debate on the 
meaning/s of habitus. Whilst it might be appropriate to read women’s agency in terms 
of “a tacit calculation of interest and pursuit of distinction” (Swartz 1997, p 290), 
Bourdieu’s insistence on the less than conscious nature of human behaviour (without a 
sufficiently coherent explanation of such) renders ‘agency’ problematic. In this respect,
I concur with Richard Jenkins’ conclusion that
Bourdieu’s implicit recognition that the distinction between conscious 
thought and the unconscious mind — insofar as the latter can be posited with 
any confidence — is not a sharp, either/or separation. It makes more sense to 
suggest th a t... [they] lie at opposite ends of a continuum.
Jenkins 2002, p 178.
It is as a habitual continuum that women’s (and men s) agency in English ballet might 
more effectively be understood, allowing for that sense of power and control which is 
evident in historical evidence but which agents, including the most powerful, seem to 
recognise in their autobiographical reflections. De Valois provides perhaps the clearest 
example in the introduction to her second book. Come Dance With Me, when she 
reflects.
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sometimes I think that I planned everything. But does one ever really plan? 
It was no plan that taught a small girl an Irish Jig on a cottage stone floor 
it was some force at work — of which neither she nor others had any 
knowledge.
De Valois 1992, p 78
De Valois opening statement has additional significance in demonstrating the potent 
influence of early childhood learning in the development of the habitus, an issue which 
has been given very little attention in dance histories but which I have sought to 
illuminate through repositioning ballet memoirs as historical sources. In terms of 
teaching, this has already proved useful in making links between history and individual 
lived experience, including the student’s own. Developing this into role-play, whereby 
students take on the subject identity and voice of the author has provided another level 
of engagement which I aim to explore further.
The role of the habitus in processes of institutionalisation has, of course, particular 
relevance for both my research topic and my work in teacher education: the multiple 
ways in which ballet schools and teaching societies produce and control rules and 
‘norms’ of professional conduct is of particular interest. My own lived experience of 
institutionalising practices, from ballet boarding school onwards, has led to a healthy 
suspicion of rule-following, both implicit and explicit. It is perhaps worth noting that 
today, the traditional codes of ballet vocabulary and its teaching are compounded by a 
whole new set of rules and constraints driven by politically motivated education 
agendas. The result is an alarming array of outcome-based standards and evidence- 
based assessment (tick lists) which constrain a philosophical exploration of teaching and 
the teacher. Recognising the network of power operating within the current dance 
education and training sector is, I would argue, a vital component of teacher education. 
In this respect, Bourdieu is invaluable in providing “a systematic exposition of the inter­
relatedness o f education, cultural consumption and stratification patterns (Jenkins 2002,
P 180) in today’s field.
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en avant... moving forward
My research offers a number of potential directions for future development both within 
the subject area and beyond. For example, there is a noticeable change of gender 
dynamic in British ballet following the retirement of Rambert and de Valois in the mid 
1960s. Both women were succeeded by men: the newer ballet companies (eg. London 
Festival Ballet, Scottish Ballet) and Robin Howard’s pioneering venture, London 
Contemporary Dance Theatre, were also led by male artistic choreographers/directors. 
At the same time, the regional development of dance in the UK, and its national 
representation in terms of Scottish, Welsh and Irish cultural identities, provides a 
potentially rich avenue for a gender/national identity discursive analysis.
As noted in Chapter 3, English ballet in the 1920s and 1930s (and beyond) presents an as 
yet, unexplored territory for postcolonial theoretical perspectives. All three teaching 
associations at the centre of my analysis developed (and, arguably, maintain) 
international networks based on a colonial structure and an imperial identity. The 
gradual break up of European colonial empires from the 1930s onwards, and its impact 
on the dissemination of ballet practice worldwide, is a huge area of potential research. 
My own professional experience at the RAD suggests that the concept of cultural 
difference, and its theorisation across the last three decades, has had little impact on the 
ballet training sector. Women have played a central role in the transportation and 
importation of English ballet culture, suggesting a complex intersection of gender, 
national, cultural and ethnic identity which may contribute to the body of work led by 
Floya Anthias, Sighle Bhreathnach-Lynch, Tricia Cusack, Linda Edmonson, Nira 
Yuval-Davis and others, some of which is featured in my thesis. It is in this context that 
my research might be developed in line with the global impetus of recent dance research.
Other possible developments include dance and the construction of the child, the 
commercialisation of women’s health, the rise of women dance cntics and histonans 
post 1945 and the dancing mother’s identity as a means of deconstructmg classical and 
modem aesthetic boundaries. A comparative analysis of my methodological framework
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with Foucault’s conceptual tools is implicit in parts of my research. Foucault may not 
provide the structural framework which I have deemed necessary in making ballet more 
visible as a cultural practice, but his analysis of knowledge as discourse and the 
conceptual detail of its ‘archaeology’ may generate alternative readings of ballet 
pedagogy in a variety of chronological and geographical contexts.
I am fortunate in having the opportunity to present some aspects of my research as part 
of a panel presentation (led by Professor Janet Lansdale) at the forthcoming Congress on 
Research in Dance (CORD) Special Conference in June 2009. The focus will be on the 
productive engagement between research and pedagogy which has emerged through the 
doctoral process and which I will continue to share, develop, re-read, re-write and 
embody in the coming years. In October 2009, the Faculty of Education at the Royal 
Academy of Dance celebrates its tenth anniversary with its first conference. The event 
will present an ideal platform for a more historiographic perspective on my engagement 
with archival materials through the maternal imaginary and, perhaps, reinvigorate 
debates on tradition, heritage and ancestry.
I t ’s now 9.00am and the usual stragglers have taken their seats. I  place my notes to one 
side and take my usual place, sitting on the edge o f a table so that I  can see every 
student and establish the eye contact I  need for this particular game. Good morning — 
how are you all? (momentary silence) ... how did the exam go yesterday? Don t worry, 
we ’re not going to have a debrief — I  thought we might do something else. You don t 
need your files and you can ignore the module evaluation questionnaire for the moment 
... /  want you to close your eyes and picture your very first ballet teacher ... who is she? 
... what does she look like?... tell me about her ................
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Appendix B: Dolin’s letter (Kay 1928a)
BRITISH BALLET
A  C a n d i d  C o n f e s s io n  
B y  A N T O N  D O L I N
Heronlw.
fd r  some tfans mnr, I Nxw# m#W to wrHt w  mrtkk Bueh 
M AS WoW##, ttit fpdT varions MMom# ! luivs dsfajnd doing so. 
On* of À* reasons has W n  Btact ! haw not bad t&# Ana. 1 
wsna% fhrs a M  of fads to an Jatsndtwsr and dtan pnt my 
name to the attido» bnt I am vnritkig düa myssif, Iwrs in BsHin. 
amite msBihc after a psrfotmàx^ . . . .
BntsmmOf dtsftttoiB f l  haw idaals. Some, X hofo. «ill 
matsfWis*. (Khars will oin^Ofats and may, das 1 onk he 
drsmas. Bot where am Ao a#A»s who «ul Wp* whh or 
wiBssm th« o>-ojN»rdlOii of mjded and oBtsrs Who «eam ho only 
too w 3 |^ ,  1 am am», to Satan, ts taft, and to adt qocatiotM.
i  am imfif iatarestsd In oe«rythü% ORpettaïnlog te ^  
and $r% and alWqo rW  ddimmtfy hod% papar* and 
magâdnsa. 1 haw dnerwd in tee daSy pry#* magasines 
ha*^teB#l% tW vaAte#haW aàmto Wp^fdduWWBAf^and 
amiinteny dAamea am haing ptennad.
X ahtedd Ilka te know why I, a* ona tWl As laadan of &dAh 
Ballet and an XWBh dancar, was aot W W  te, or tM  any- 
t*te% about a oadormamn of BritW* Battet that « «  racMth/ 
fhtes. X OoulAaH have haan pnisant, uWortenata^g as I was 
atetete, hut t  dtould «near b an  knOwa aoyihteg abent it bad 1 
not hatn informed of tea fact hy my ahownalnr. An#*.
j W #  ratoimad—how I hat# teat wrd, so «mneoMsaiy, too, 
in tete cam l^-and danced as shn idmta can dmôc*, aad that 
hundn^ of pU|dfai aaam to hare dona iftemiat, but not qoUs so 
wait This, however, I» net SsUat, ot a  ate#k atop f»nmnl 
m (ha nWht terection—it to noteW  mom teite a  rtey «wèBaat 
dtopiay Of teuKuif.
X pnoe asw the hùeaea Comn' pupBa gtee # dteplmrat tte  Stela 
Theatee. There ware idtaa here to jdatey, teteiM I fad aura teat 
netoherCmdenor Uly Cons wouMiteB» Bntete BaOet*’
We know teat, in England, tear# are talented ftottoers, 
poaBUy Vfm ê few lahrat groat arhatas. But takto* some 
ItootQr, tusMlul mi#e, aato jm ttett ft tew, or too many, gtete
i t by Bmtnanm dote mote harm than goo&
Itew ! come to the ready greet danger, on» teat is, to my 
aartoua. 1 can im a i^  maxty loadm saying 
Botet (or "  Bftt," a* nw fnaites, and I bo«to t b«*e many, mH 
«tet writing Xtes teto. fte, who toves dmng «totem dancing 
atos is new* Innptor than when tumtof a  otrhshaal or doing 
OfMteteing emohatk 1 Why, took te rn s  mwductien te ten 
* R h # te ^  *— i 1 should anawar, - W te  riÿtt; but X 
hawi Xaarnt, and stiB go tm iaamfng *%ry dsatocal sehote. X 
teold always stand on my hands, la» my tetWga# made the 
aoeha(toê%tea(to te l"
, ”  phyriqJly, 1 a ^ ^
daneai.tetouto,:^^^ be, towte om W .W y a t e ^
wteok. ' Ànë'Btot &  we mtal 
âeate te Bnteatei, toto teach our ttecWsto'toack.
But teme to a serious trouWe, and If Bsittoh Baitot tofcas roet^  
that siÿrame and powwrw artitee, WagMWt
— a w a i e e ^  a p p ^  Then, whan you base your 
e, ahme team tohat tan he dona ante tee wonderful art of 
d f tto ^ ,J k»  abow^  teoHng and aumtond it with aamatetog 
te tto (mdteon, Isateng "CopyaBa" and
Hare tot BarGo tltey have their achète te dandng. 1 pray
far. my opWon wW temngft If itdeaLlteialibathefbst 
to admowiadge ft and kPteogtoe,la» what I hâve seen, up till 
now, mesne notei%
A tomau* Geiman antoneot te this achted—"Batorte 
EtowmaWstto Moeemant '^ —reowtey gave a «oncart ttors, I 
tern tedy lopete what Î  have heard from two iGBeraiit aomrce»-- 
and a famoua Bwrntom arttoto, who la toadiliy  in 
Bar&t. ghafoundteaparfOrmaxtoedtogutotomandKeaatoto 
beUcaea qaarttr of what abe told a* betog true, »  asuathave haen. 
Tb» pubbc langhad and beead I
Ui i^toM, whan H to not an teSetem, or untoaa a rol* oatto for 
it, to t o ^  uonaoeasary. Tte teto pmiotsmmm seat» to turn 
bSaa ntoulaad on ote#ar% and sensute#. I toa* ws do ate 
went thto sort te tebw to Inndito To aaa a lot te cMitottsd 
ben&igi and aWned moveutonts and amwemaad suaprasate 
daahres (tor so teal would appear to ma) pmfaimad, bom on tee 
stage and to tee teaasroom - no tao lino lit Any PWPif haviw 
bade W mentes'toasomfrom arm taacfxareomdgoterow 
teas* so.oahed «Mwctosa. Bte whte good wOl come from tt t 
Botetog. Yet it to thto itetoence we mutt guard agatoah . . . .
eimutoaTteiteh Ballet be bdped ? X war» emsyto^ »  «»«•
SS?arWO^ and so mute cetedbe doswL '
to Entente, WaBover Arrtepo.
docsa't hve for ever I
I know what I my to true. How to tee moumnt I
ANTOH DOLIN.
(Entmctfrom the "  Danctog Thnes, " Oaesmber toaua.)
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Appendix C: Kay’s letter (Kay 1928b)
A N  O P E N  L E T T E R  t o  A n to n  D o l ln ,  s o m e w h e r e  i n  G e r m a n y
Dtaf Mr. Dolin,
After reading your “ candid opinion,” 
ejœresaed in a contemporary dancing magazine, 
I feel I must write to you, but not having your 
address, and in case—DoWn, Germany, would 
not find you, and also aS you have expressed 
your ppinion veiy decidedly in print, I have no 
other alternative than to do likewise.
Ÿ0U ask, in your article, “  Why, as one of the 
leaders of the British Ballet (whose British 
Ballet ?~-L. K.) and 4xi Bnglish dancer, you were 
not invited to, or told anything about the 
inaugural performance of the British Ballet that 
was recently given, and you further say, A unfor­
tunately you could not have been présent” 
Now, come 1 come I Mr. DoHn, you had sent 
to you, addressed to the Coliseum, a letter— 
certainly it was a circular one. I certainly did 
not write you a personal communication— 
having not had the pleasure of meeting you. 
You adsQ have h(w3 seat to you, a t various times, 
jpies of ”  The Dancer,*' and if you have read it 
.<and you say in your ”  cancUd confession ”  
you read all magazines, etc.), you must have 
known how sincere and hard a few of us were 
working for the one aim, namely to allow the 
theatrical managemente and the British public 
to see for themselves that British girls could dance. 
This has now been proved beyond doubt, so that 
which I and others set out to do in the piers 
has achieved ite purpose gloriously, Ûierefore, 
“  SufRcient to the day is the good (hei^f.” 
Perhaps you did not read your copies of “ The 
Dancer,’* even so, I hardly toink you could not 
have known that a British Ballet Matinee was 
contemplated, if only because some of your corps 
de W iet in “  Revolution, * ’ which you were fdaying 
at that time at the Coliseum, were rehearsing 
between your shows for the British Ballet 
Matinee. Notwithstending, that this big event 
was, naturally, on all British dance-lo vers ’ tongues.
You ask why w«ue you not invited to. the 
MatWde. In the first piswze, one does not invite^ 
ouWde of the P re«—p«>ple to a charity affair, 
and here, let me say, many kind frimds and 
loyal enthusiasts Sent toe price of seats, though, 
through stress of buSmess and Other circum­
stances, toey could not attend.
You also state “ you could not have been there, 
ng abroad at the time,” this being so, why 
.^Hsar ill-tempered and childish about something 
toat you could not have availed yourself of ?
I know for a fact you have many friteids 
Who were interested in this great schteue of 
mine ; strange that they did not »eak  to you 
about it. However, it took Mr. Anello, your 
shoemaker, to give you the information of toe 
British Bsdlet «tfiér tea «vent.
This seenw to me somewhat extraordinary* 
coasidering Mr, Ani^o kneW weeks ahead and 
personally «Kpi“®*aed before the Matinee to mmay, 
that torough the B. B. Matinee he had sold 
out his stock of ballet shoes.
So you see, even a shoemaker benriited 
—and he was not toe only one—by toe return 
of Ballet, which had for its first aun, dxacvHon, 
(tois, by toe wsy, was toe only thbg  so far I 
had set out to show), and if this aim ü  earned 
on, it will necessitate dancers worMng for a 
livings and, incidentally, if they a rt principals, 
need a new pair of tooes every night. So, at 
least, I toall be the shoemakets’ friani* .
Now regarding Miss Bec^l* and the  ^criticism 
you refer to (I personally, have not read zW ww).
You seem to be annoyed that “ our Phyflis ’* 
returned ; you also seem to forget that she had, at 
the beginning of this such a terrible accident,
that no one, not even hersrif, thought she would 
dance again, but with toe help—and 1 say this last 
word with toe fulness of ite meaning—knowing 
that Miss Bedells, if called upon, would say the 
same, of practising tmder the guidance of Mr. 
Espinosa—under whom, I believe, you adso at 
times have practised and found his knowledge 
beneficial—she returned, and danced as she has 
not danced for many a day, and as we all hope 
she win dance for many years.
You talk about our Matinee as a very ex&dlent 
dsncdug—thank you I—though not Bàüai. 
I fail to see at your age how you dare to put such 
a statement in print, tupoeiaUy as you say you were 
not üusrs. I am Sure if you read your eandiJ con- 
fu sion  over again, you will realise how incon­
sistent you are all the way through. I am not 
croA wito you, though you apparently are very 
cross with me, because it is m«, you know, Bdr. 
Dolin, that has seemingly stirred you up, and 
X notice all the dancing periodicals find time 
now to talk about British Ballet.
^ fo re  I  close (to say this sounds old- 
fashioned), I come to a most serious part of your 
article, namely ::—
FundiimentaBy (or physicaUy I  suppose I  could 
say oil Atncittg should or must bo based on the only 
school o f  shsncing possiblei the Bussian School. A  nd that 
is thesthotd that toe must teach m  England, and teath 
our teaehsrs to feaeb-”
This, in its fulness, I leave to other pens to 
answer. All J  can say is, you write Aw, after 
stating at the commencement of your artide, 
that you are one of toe leaders of the JBrUidt 
BaBat and ah English dancer. You even go so far 
to td l some of us for the first time, your name is 
Pat—a very nice name—certainly it sounds more 
British than Anton.
I will leave your article where you say : “ I 
hope 1929 will be a great year, let us show great 
dancing with Bnglito talent.”
Here, let me again prophesy, as 1 did in toe 
February issue of “ The Dancer,” but this time 
it is that Z929 wiS be a great year for British 
Ballet, providing the dancers are executants in 
the first phice. We have seen oft times (too many 
moons now) too much of toe chor%rapher’s 
side, and where has it put real dandng ?
. By the way, Mr. Dolin, can you explain the 
word choregrapher ? It seems to be a modern 
word introduced into the ballet, what exactly 
does it mean ?
You go on to say, “ Now is the moment.” 
The Dancer ”  has been saying this for the past 
year, up to November 2nd. On that date the 
moment or moments lived, and in living, proved 
themselves.
The only th ii^  left now (and we have always 
to come down to it—artistic toough we may be) is 
^nonèe. You say you have that finandal back­
ing, then Goojd Lurir, Mr. Dolin, but see to it 
that you use yow.powW/dr its spet^fie purpose^ and 
so bring about earlier the a p p a ^ t  remit to all 
British dance lovers, and in tins endeavour let 
not thé seed i f  jetdpusy enter^ 1 admit—proudly— 
Aat t  have aetainfy stirred thé soup. The thing is 
now, the serving of it, then allowing the public to 
say i f  it is to their taste.
Yours truly,
LOUISE KAY.
P.S.—By the by, what is the Russian School ?
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